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Abstract 
 
John Cheever published over two hundred short stories in an array of small-, mid-, and 
large-circulation magazines between 1930 and 1981. One hundred and twenty of these 
stories appeared in The New Yorker. 'XULQJ&KHHYHU¶V career and since his death in 1982, 
many critics have typically analysed his short stories in isolation from the conditions of 
their production OHVW &KHHYHU¶V VXEYHUVLYH PRGHUQLVW WHQGHQFLHV EH FRQIXVHG with the 
conservative middlebrow ethos of The New Yorker, or the populist aspect of other large-
circulation magazines. CULWLFV LQFOXGLQJ &KHHYHU¶V GDXJKWHU DQG KLV PRVW UHFHQW
biographer Blake Bailey, also claim that Cheever was a financial and, ultimately, artistic 
victim of the magazine marketplace. Drawing on largely unpublished editorial and 
administrative correspondence in the New Yorker Records and editorially annotated short 
story typescripts in the John Cheever Literary Manuscripts collection, and using a 
historicised close-reading practice, this thesis examines the influence of the magazine 
marketplace on the short fiction that Cheever produced between 1930 and 1964. It 
challenges the critical consensus by arguing that Cheever did not dissociate his authorship 
from commerciality at any point during his career, and consistently exploited the magazine 
marketplace to his financial and creative advantage, whether this meant temporarily 
producing stories for little magazines in the early 1930s and romance stories for 
mainstream titles in the 1940s, or selling his New Yorker rejections to its rivals, which he 
did throughout his career. Cheever also developed strong working relationships with his 
editors at The New Yorker during the 1940s and 1950s. This thesis re-evaluates these 
relationships by analysing comparatively the drafts, archival materials that have hitherto 
been neglected by critics, DQGSXEOLVKHGYHUVLRQVRIVRPHRI&KHHYHU¶VEHVWNQRZQNew 
Yorker stories. In so doing, this thesis demonstrates the crucial role that editorial 
FROODERUDWLRQSOD\HGLQ&KHHYHU¶V writing process.  
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Introduction 
 
For most of his professional career, John Cheever was both a literary artist and a popular 
writer. Cheever came to rely on writing short stories for a mixture of small-, mid-, and 
large-circulation magazines between 1930 and the early 1960s because of his lack of 
financial independence and struggle with the novel form. It was by publishing the majority 
of his stories in The New Yorker that Cheever was able to develop both aspects of his 
career. This thesis proposes that understanding the nature of the creative and financial 
relationships that Cheever developed with The New Yorker and its employees during this 
period, as well as his other interactions with the American magazine marketplace, 
broadens our understanding both of his sense of literary professionalism and, moreover, 
his approach to writing short fiction. Using a historicised close reading of mostly 
unpublished editorial and interoffice correspondence in the New Yorker Records, and short 
story typescripts in the John Cheever Literary Manuscripts, this thesis argues that Cheever 
was not, as some critics have suggested, a victim of the magazine marketplace, but rather a 
willing, if occasionally frustrated, participant in it.  
Cheever published one hundred and twenty of his short stories in The New Yorker 
between 1935 and 1981. From the late 1940s until his death in 1982, Cheever signed a 
first-reading agreement annually with The New Yorker which provided him with 
something approaching the stability and security of regular extra- or non-literary 
employment. This agreement was invaluable to Cheever because it enabled him to make 
writing his job in the absence of novel publication early in his career. Moreover, appearing 
in The New Yorker on average every other month in the 1940s provided Cheever with a 
national, primarily middle-class, audience for his stories, and within that whole, a 
readership for the books he began to publish with more frequency in the late 1950s and 
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throughout the 1960s. Cheever also formed strong professional and personal bonds with 
New Yorker editors William Maxwell and Gustave S. Lobrano. Both of these editors 
EHFDPH DW GLIIHUHQW WLPHV VW\OLVWLFDOO\ LQIOXHQWLDO FROODERUDWRUV RQ &KHHYHU¶V VWRULHV
during the most prolific period of his career, 1940 to 1964.   
:KHQFULWLFVDWWHPSWWRVHSDUDWH&KHHYHU¶VVKRUWILFWLRQIURPThe New Yorker, they 
often emphasise his circumvention of, or conflict with, its middlebrow literary ethos and 
editing system. Susan Cheever claimed that hHUIDWKHU¶VDVVRFLDWLRQZLWKThe New Yorker 
deteriorated because of his experimentation in his short stories with what his editors felt 
ZDV µDSSURSULDWH DQG EHOLHYDEOH¶ IRU WKH PDJD]LQH¶V UHDGHUV.1 &KHHYHU¶V ILUVW ELRJUDSKHU
Scott Donaldson acknowledged that The New Yorker ZDV D µSDWURQ WR >«@ &KHHYHU IRU
IRXU GHFDGHV¶ EXW UHIXVHG WR DFFHSW WKDW KH FRQVFLRXVO\ DXWKRUHG New Yorker stories, 
FXOWXUDO SURGXFWV WKDW 'RQDOGVRQ GLVPLVVHG DV EHLQJ µHOHJDQW charming, [and] 
LQFRQVHTXHQWLDO¶.2 $JUHHLQJ ZLWK 6XVDQ &KHHYHU¶V SRUWUD\DO RI KHU IDWKHU DV D VXUUHDOLVW
:D\QH 6WHQJHO DUJXHG WKDW &KHHYHU ZDV µDQ\WKLQJ EXW D JOLE ZULWHU¶ of New Yorker 
stories.3 Robert A. Morace posited further that Cheever practiced an µLQQRYDWLYH RSHQ
HYHQ H[SHULPHQWDO¶ IRUP RI WKH VKRUW VWRU\ WKDW ZDV µDW RGGV ZLWK WKH FRPSUHVVLRQ RI
LQFLGHQW DQG WLJKW QDUUDWLYH IRFXV >«@ RI WKH FRQYHQWLRQDO VKRUW VWRU\¶.4 More recently, 
&KHHYHU¶V second biographer Blake Bailey has depicted the DXWKRU¶s transition from short 
story writer to novelist as an ultimately doomed attempt to liberate himself from the 
FRQVWUDLQLQJODEHORI³New Yorker ZULWHU´.5   
                                                          
1
 Susan Cheever, Home Before Dark: A Biographical Memoir of John Cheever by His Daughter (Boston: 
Houghton Mifflin, 1984), p. 137. 
2
 6FRWW'RQDOGVRQµ-RKQ&KHHYHU¶LQJohn Cheever: A Study of the Short Fiction (Boston: G. K. Hall & Co., 
HGE\-DPHV(2¶+DUDSS-32 (p. 129) (first publ. in American Writers: A Collection of Literary 
BiographiesVXSSOSDUWHGE\/HRQDUG8QJDU1HZ<RUN&KDUOHV6FULEQHU¶V6RQVSS-7).  
3
 :D\QH6WHQJHOµ-RKQ&KHHYHU¶V 6XUUHDO9LVLRQDQGWKH%ULGJHRI/DQJXDJH¶Twentieth Century 
Literature, 2 (1987), 223-33 (p. 223). 
4
 5REHUW$0RUDFHµ)URP3DUDOOHOVWR3DUDGLVH7KH/\ULFDO6WUXFWXUHRI-RKQ&KHHYHU¶V)LFWLRQ¶Twentieth 
Century Literature, 4 (1989), 502-28 (pp. 505, 506). 
5
 Blake Bailey, Cheever: A Life (New York: Knopf, 2009), p. 222. 
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Much of this criticism draws on the enmity that Cheever himself felt towards writing 
for The New Yorker during his career, which he recorded in the journals he kept from the 
1940s until a few days before his death in 1982, and in his correspondence with friends 
DQGIDPLO\3RUWLRQVRI&KHHYHU¶VMRXUQDOVDQGOHWWHUVZHUHH[FHUSWHGIRUWKHILUVWWLPe in 
Home Before Dark in 1984 before being collected for publication in The Letters of John 
Cheever in 1988 and The Journals of John Cheever in 1991. Using roughly twenty per 
FHQWRIWKHZRUGDJHRIWKHRULJLQDOMRXUQDOV5REHUW*RWWOLHE&KHHYHU¶VHGLWRUat Alfred A. 
.QRSI,QFIURPWRVKDSHGWKHPDWHULDOWRUHIOHFW&KHHYHU¶VSURIRXQGVHQVHRI
dissatisfaction with his personal and professional life by foregrounding the themes of 
marital discord, family pathology, repressed bisexuality, alcoholism, and professional 
UHVHQWPHQW ,Q WKLV ZD\ *RWWOLHE¶V VHOHFWLRQ UHLQIRUFHG PDQ\ RI WKH QHJDWLYH DVSHFWV RI
freelancing for large-circulation magazines that Susan Cheever emphasised in Home 
Before Dark, such as the stress her father suffered writing short stories expressly for 
money and his confusion with what she calls The New Yorker¶V µ%\]DQWLQH¶ Sayment 
system.6  
John Cheever complained, in 1948, that The New Yorker¶VUHMHFWLRQRIWKUHHRIKLV
stories, as well as its failure to pay him a bonus and living wage for the year, set him off, 
µIUHTXHQWO\RQDQXQUHDVRQDEOHWDQJHQWRISHWXODQFH¶.7 µThis is DSDWULDUFKDOUHODWLRQVKLS¶
wrote Cheever in the same journal entry µDQG ,FHUWDLQO\ UHVSRQG WR WKHVOLQJVRIUHJUHW
UHDORULPDJLQDU\¶.8 &KHHYHUDFNQRZOHGJHGLQWKDWWKHUHZHUHµPL[HGRSLQLRQVDERXW
WKH VXEXUEV¶ DPRQJVW PHPEHUV RI The New Yorker¶V HGLWRULDO VWDII IROORZLQJ KLV
VXEPLVVLRQ RI µ2 <RXWK DQG %HDXW\¶ The New Yorker, 22 August 1953).9 In another 
journal entry dated &KHHYHUFRPPLVHUDWHGWKDWµQHDUO\HYHU\WLPHhe thought of the 
                                                          
6
 Susan Cheever, Home Before Dark, pp. 135-36 
7
 John Cheever, The Journals of John Cheever (London: Vintage, 1993), p. 15. 
8
 Cheever, The Journals, p. 15. 
9
 Cheever, p. 33. 
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VWRULHVKHKDGEHHQZULWLQJIRU µWKUHHPRQWKV >«@ZDQWLQJPRQH\ UHDOO\¶KHVDZWKHP
µVHWXSLQWKHPDJD]LQHRSSRVLWHDFDUWRRQ¶.10  
Critics have used these complaints, and others like them, WR DUJXH WKDW &KHHYHU¶V
affiliation with The New Yorker was marked throughout by creative limitation and 
financial dissatisfaction. Yet it is not surprising that Cheever was, from time to time, 
disenchanted with his function as a producer of mass fiction. After making writing his 
µGD\-MRE¶LQWKHVKHJUDGXDOO\DQGXQDYRLGDEO\VWULSSHGDZD\PXFKRIZKDW3LHUUH
%RXUGLHXUHIHUVWRDVµWKHFKDULVPDWLFYLVLRQRIWKHZULWHU¶V³PLVVLRQ´¶IURPWKHSUDFWLFH.11 
But the New Yorker Records, which contain surviving and mostly unpublished editorial 
correspondence between Cheever, his editors, and administrative employees concerning 
&KHHYHU¶VFUHDWLYHDQGILQDQFLDODIIDLUVZLWKWKHPDJD]LQHUHYHDODGLVFUHSDQF\EHWZHHQ
what he said privately and did professionally that adds further nuance to our understanding 
of him both professionally and artistically.  
The Records, which are held at the New York Public Library, were opened to 
researchers in the spring of 1994. Despite having access to this resource, however, many 
critics continue to be informed by Home Before Dark, The Letters, The Journals, and 
'RQDOGVRQ¶VJohn Cheever: A Biography (1988), texts that were all published before 1994 
DQG GR QRW DFFXUDWHO\ UHIOHFW &KHHYHU¶V UHODWLRQVKLS with The New Yorker.12  Even as 
recently as 2015, Tamara Follini knits together threads from each of these texts in order to 
FKDUDFWHULVH &KHHYHU¶V H[SHULHQFH RI ZULWLQJ IRU WKH PDJD]LQH µ<HW ZKLOH WKLV ZDV DQ
affiliation from which Cheever frequently benefited, it was also one increasingly marked 
                                                          
10
 John Cheever, The Journals, p. 121. 
11
 3LHUUH%RXUGLHX µ7KH0DUNHWRI6\PEROLF*RRGV¶  The Field of Cultural Production: Essays on 
Art and Literature (New York: Columbia University Press, 1984), pp. 1-34 (p. 22).   
12
 It is also worth noting that DonDOGVRQ ZDV QRW JUDQWHG DFFHVV WR &KHHYHU¶V RULJLQDO MRXUQDOV E\ WKH
Cheever family during the writing of his biography. Donaldson discusses his personal and legal difficulties 
with the Cheevers in more detail in Scott Donaldson, The Impossible Craft: Literary Biography 
(Pennsylvania: Pennsylvania State University Press, 2015). 
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by financial frustration, creative limitation and personal discord with the editors with 
ZKRP KH ZDV PRVW FORVHO\ DVVRFLDWHG¶. 13  In contrast, the editorial and interoffice 
correspondence in the Records shows that Cheever had a largely positive working 
relationship with The New Yorker between 1935 and 1964, and that not only was he a 
ZLOOLQJ FROODERUDWRU RQ KLV VWRULHV ZLWK WKH PDJD]LQH¶V ILFWLRQ GHSDUWPHQW HYHQ DIWHU
becoming a published novelist from 1957 onwards, but also that he understood and 
regularly exerted control over his financial arrangements with the publication. Conversely, 
the editorial correspondence provides evidence that The New Yorker¶VILFWLRQGHSDUWPHQW
supported Cheever unequivocally, providing him with confidence and financial aid 
whenever they deemed it necessary.    
&KHHYHU¶V YLVLRQ RI ZKDW FRQVWLWXWHG KLV SURIHVVLRQDO LGHQWLW\ DQG DSSURDFK WR
writing did not dissociate his authorship from commerciality, which is to say that he rarely 
rejected opportunities for commercial and short-term economic profit during his career. 
But, in order to take advantage of these circumstances, Cheever had to be cognisant of his 
financial and artistic worth. The fact that, throughout the 1930s and 1940s, Cheever used 
popular techniques and genres in his stories to profit financially suggests he understood his 
value in this respect. When Cheever began writing material expressly for The New Yorker 
in the mid-1930s, he incorporated several of the key characteristics of New Yorker stories 
E\IUHTXHQWDQGSRSXODUFRQWULEXWRUV-RKQ2¶+DUD Sally Benson, and Kay Boyle into his 
RZQ LQ RUGHU WR PD[LPLVH WKH FKDQFH RI WKHLU EHLQJ DFFHSWHG µ%XIIDOR¶ DQG µ%URRNO\Q
5RRPLQJ +RXVH¶ WKH ILUVW ZRUNV RI ILFWLRQ WKDW&KHHYHU VROG WR The New Yorker in the 
spring of 1935, shared variously with these stories a single setting for their action, 
dialogue-driven narratives, indirection, and ironic twist endings. After a spate of rejections 
                                                          
13
 7DPDUD)ROOLQLµ7KH'LVWUDFWLRQVRI-RKQ&KHHYHU¶, in Writing for The New Yorker: Critical Essays on an 
American Periodical, ed. by Fiona Green (Edinburgh: Edinburgh University Press, 2015), pp. 137-57 (p. 
139).  
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from The New Yorker in 1935, Cheever wrote a novella-length story about a young 
middle-class American who falls briefly under the spell of a charismatic communist for the 
more politically-engaged publication The Atlantic Monthly. Two years later, in 1937, he 
wrote a conventional sentimental story set against the backdrop of horseracing for 
&ROOLHU¶V Weekly EHFDXVHKHQHHGHGPRQH\WROHDYH<DGGRDQDUWLVWV¶FRORQ\LQ6DUDWRJD
Springs, New York. And when Cheever increased the length of his New Yorker stories in 
the mid-1940s, he was driven not by aesthetic ambition but by a desire to earn additional 
money on each sale: as the magazine paid contributors per word rather than per piece, it 
was simply more lucrative for him to submit longer stories and articles to the magazine. 
Even after Cheever established a readership outside of the large-circulation magazine 
marketplace by publishing collections of his short stories and novels in the 1950s and 
1960s, he continued to produce short fiction that met market demands, as evidenced by the 
appearance of his work in popular publications The Saturday Evening Post, Esquire, and 
Playboy between 1965 and 1976.  
In addition to being influenced by a number of sympathetic biographical and 
DXWRELRJUDSKLFDO WH[WV FULWLFDO HYDOXDWLRQ RI &KHHYHU¶V VKRUW ILFWLRQ KDV DOVR EHHQ
influenced by the tension between what Bourdieu identifiHV DV µDUW IRU DUW¶V VDNH DQG
middle-brow art which, on the ideological plane, becomes transformed into an opposition 
EHWZHHQWKHLGHDOLVPRIGHYRWLRQWRDUWDQGWKHF\QLFLVPRIVXEPLVVLRQWRWKHPDUNHW¶.14 As 
a novelist, Cheever was a cultural producer worNLQJLQZKDW%RXUGLHXWHUPVµWKHILHOGRI
UHVWULFWHG SURGXFWLRQ¶ D V\VWHP WKDW SURGXFHV µFXOWXUDO JRRGV DQG WKH LQVWUXPHQWV IRU
appropriating these goods) objectively destined for a public of producers of cultural 
JRRGV¶.15 But, as a short story writer, CKHHYHUZRUNHG IRU WKHPRVWSDUW LQ µWKH ILHOGRI
                                                          
14
 %RXUGLHXµ7KH0DUNHWRI6\PEROLF*RRGV¶S 20. 
15
 Bourdieu, p. 4. 
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large-VFDOHFXOWXUDOSURGXFWLRQ¶DV\VWHPWKDWLVµVSHFLILFDOO\RUJDQL]HGZLWKDYLHZWRWKH
production of cultural goods destined for non-SURGXFHUV RI FXOWXUDO JRRGV¶ ZKR PRUH
often than not in the case of Cheever were the subscribers and readers of The New 
Yorker.16 %RXUGLHXQRWHVWKDWWKHUHLVOLWWOHPRUHWKDQDµOLPLWLQJSDUDPHWHUFRQVWUXFWLRQ¶LQ
the opposition between these two modes of production, and it is clear that Cheever, 
working in collaboration with Maxwell and Lobrano, frequently produced short stories for 
The New Yorker that referenced the restrictive market on the one hand and the expectations 
RIDQDXGLHQFHWKDWZDVFRPIRUWDEOHZLWKWKHIRUPXODLFVW\OHRIWKHPDJD]LQH¶VILFWLRQRQ
the other.17  
SHYHUDOFULWLFVKDYHDFNQRZOHGJHGWKLVUHIHUHQWLDOLW\LQ&KHHYHU¶VNew Yorker fiction 
as it relates to the paratextual frame of the magazine in which it appeared. In the 1960s, 
*HRUJH *DUUHWW REVHUYHG &KHHYHU¶V QDUUDWRULDO H[SORLWDWLRQ RI WKH LQFRQJUXLW\ EHWZHHQ
dream and the actual world, and the relationship between narrator and magazine reader in 
his New Yorker stories.18 -DPHV(2¶+DUD FRQWHQGHG WKDW VWRULHV OLNH WKH IDQWDVWLFDODQG
VRFLDOO\ PRUELG µ7RUFK 6RQJ¶ The New Yorker, 4 October 1947) challenged both the 
sensibility of The New Yorker¶V ILFWLRQ HGLWRUV DQG WKH DHVWKHWLF of the magazine by 
deliberately disrupting the comfortable status quo of postwar American middle-class life 
that the magazine endorsed, particularly in its advertising.19 
Follini KDV VXJJHVWHG WKDW &KHHYHU¶V XVH RI DGYHUWLVLQJ LQ WKH IRUP RI ELOOERDUGV
window displays, and even copy in his New Yorker stories is intended to parody the 
reading experience for a reader encountering them for the first time inside a magazine that 
                                                          
16
 Bourdieu, µ7KH0DUNHWRI6\PEROLF*RRGV¶, pp. 4-5. 
17
 Bourdieu, p. 19. 
18
 *HRUJH*DUUHWWµ-RKQ&KHHYHUDQGWKH&KDUPVRI,QQRFHQFH7KH&UDIWRIThe Wapshot Scandal¶
in Critical Essays on John Cheever, ed. by R. G. Collins (Boston: G. K. Hall & Co., 1982), pp. 51-62. 
19
 2¶+DUDJohn Cheever: A Study of the Short Fiction, pp. 25-26. 
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was financially dependent on advertising culture. 20  Other critics, however, have 
SHUVLVWHQWO\VRXJKWWRVHSDUDWH&KHHYHU¶VVKRUWILFWLRQQRWRQO\IURPWKHHQFORVXUHRIWKH
New Yorker¶V QHZVEUHDNV FDUWRRQV DQG DGYHUWLVHPHQWV EXW DOVR IURP WKH PLGGOHEURZ
literary ethos that helped to shape the fiction it published. 
Steadfastly refusing to publish sentimental or moralistic short stories with elaborate 
plots in the style of O. Henry, a popular American writer in the early 1900s, and wary of 
the kind of aesthetically experimental fiction that appeared in little magazines in the 1920s 
and 1930s, The New Yorker gradually developed its own form of short story, a blend of 
realism and naturalism with an objective focus on a single character and a minimal plot. 
Janet Carey Eldred suggests that The New Yorker created its own type of story for 
FRPPHUFLDOUHDVRQVEHFDXVHDOWKRXJKWKHPDJD]LQHZDVFRPPLWWHGWRµWKHSURPRWLRQRI
KLJK OHWWHUV DQG TXDOLW\ OLWHUDWXUH¶ LWV HGLWRUV ZDQWHG WR µVHFXUH D PDUNHW VKDUH LQ WKH
middlebroZSXEOLVKLQJQLFKHWKDWPDUNHWHG³EHVWRI´OLWHUDWXUH¶WKH\DOVRXQGHUVWRRGWKDW
µKHDOWK\ FLUFXODWLRQ ILJXUHV GHSHQGHG RQ SDUWLFLSDWLRQ LQ WKH PDVV ERRN VHFWRU¶. 21 
'HILQLWLRQVDUHE\WKHLUQDWXUHSUHVFULSWLYHEXWLWLVIDLUWRVD\WKDWZKLOHWKH³New Yorker 
VWRU\´DOZD\VGHDOWZLWKYDULRXVVXEMHFWVUDQJLQJIURPPXUGHUWRURPDQFHDQGGHYHORSHG
formally and structurally to accommodate more changes in point of view, time, and space 
between the 1930s and 1960s, the version that Cheever mastered possessed an anecdotal 
quality and concentrated on white middle-class experience as it manifested in regional 
settings. Lionel Trilling, who described The New Yorker¶V ILFWLRQ LQ WHUPV RI
PDOIRUPDWLRQDVµa kind of >P\LWDOLFV@VKRUWVWRU\¶FDSWXUHVDVHQVHRIWKH thematic and 
GUDPDWLFPRYHPHQWRI VRPHRI WKHPDJD]LQH¶V VWRULHV DV&KHHYHUSUDFWLFHG WKHP LQKLV
1942 review of the anthology Short Stories from the New Yorker (1940):  
                                                          
20
 )ROOLQLµ7KH'LVWUDFWLRQVRI-RKQ&KHHYHU¶. 
21
 Janet Carey Eldred, Literate Zeal: Gender and the Making of a New Yorker Ethos (Pittsburgh: University 
of Pittsburgh Press, 2012), p. 65. 
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(YHU\ ZHHN DW WKH EDUEHU¶V RU WKH GHQWLVW¶V RU RQ WKH FRPPXWLQJ WUDLQ D
representative part of the middle class learns about the horrors of snobbery, 
ignorance, and insensitivity and about the sufferings of children, servants, 
the superannuated, and the subordinate, weak people of all sorts.22 
Again, definitions are problematic, and not all New Yorker authors were cruel to their 
FKDUDFWHUVEXWLWLVLPSRUWDQWWRQRWHWKDW7ULOOLQJ¶VDVVHVVPHQWRIWKHIRUPDSSOLHVWRPDQ\
of the stories that Cheever produced for The New Yorker, not just in the 1940s, but also in 
the 1950s and 1960s as well. While Cheever introduced innovation to The New Yorker 
story and did experiment more with narratorial functions as his career progressed, he rarely 
deviated from exploring white middle-class experience in urban, suburban, and expatriate 
contexts in the fiction he submitted to the magazine. This type of decision making on the 
part of Cheever was born of financial necessity.  
The New Yorker¶VGHYHORSPHQWRIDQ LGLRV\QFUDWLF VKRUW VWRU\ IRUPZDVDOVRDEL-
SURGXFWRIWKHPDJD]LQH¶VHGLWLQJV\VWHPZKLFK5RVVGHVLJQHGIURPWKHRXWVHWWREHPRUH
ULJRURXV WKDQ WKRVH RI WKH PDJD]LQH¶V PLGGOHEURZ FRPSHWLWRUV 8QOLNH DW RWKHU ODUJH-
circulation magazines, fiction was subjected to more or less the same editing process as 
non-fiction at The New Yorker. This meant that fiction was read for grammar, spelling, and 
sense by copy-HGLWRUVDQGKDGLWVµIDFWV¶²references to the real world²reviewed by fact-
checkers. Final editing on a story also introduced the questions of cuts, rewording, and 
punctuation, usually for reasons of journalistic clarity and a readership that Katharine S. 
:KLWH KHDG RI ILFWLRQ DW WKH PDJD]LQH EHWZHHQ  DQG  UHIHUUHG WR DV µUather 
VWUDLJKWIRUZDUGDQGQRWHVRWHULF¶.23  
                                                          
22
 /LRQHO7ULOOLQJµNew Yorker )LFWLRQ¶The Nation, 11 April 1942, p. 425. 
23
 New York, New York Public Library, The New Yorker Records (1924-1984), Astor, Lenox, and Tilden 
Foundations (herewith New Yorker Records, NYPL), Series 3: Editorial Correspondence 1928-1980, General 
Correspondence 1928-1951, Box 135, fol. 10, Katharine S. White to Djuna Barnes, [n.d.] c. 1928. 
10 
 
This iteration of The New Yorker¶VHGLWLQJV\VWHPZDVHVWDEOLVKHGE\DURXQG
yet the parameters of fiction editing at the magazine were constantly in flux during the first 
IRXURUILYHGHFDGHVRILWVH[LVWHQFH$QH[DPSOHRIRQHRI5RVV¶QXPHURXVLQWHUYHQWLRQV
is a letter to The New Yorker¶VHGLWRULDOVWDIIGDWHG$SULOLQVWUXFWLQJWKHPQRWWR
VXJJHVW FKDQJHV WR DXWKRUV¶ VW\OHV µXQOHVV DEVROXWHO\ QHFHVVDU\ WR FRUUHFW faults of 
VWUXFWXUH FRQIOLFW HUURU JUDPPDU HWF¶ DQG QRW WR DOWHU RU UHSODFH DXWKRUV¶ ZRUGLQJV
µPHUHO\WRJHW>DQ@RUWKRGR[ZRUGLQJ¶.24 (GLWRUVZHUHLQYDULDEO\µWDFWIXOZLWKZULWHUVHYHQ
deferential, and their preferences were always couched as suggestLRQV¶H[SODLQV7KRPDV
.XQNHOEXWZULWHUVOLNH&KHHYHUµZKRZDQWHGWRVHH>WKHLUVWRULHV@SXEOLVKHGLQWKHNew 
Yorker GLVFRXQWHG WKHPDW WKHLUSHULO¶ DQGZHUH WKHUHIRUHHQFRXUDJHG WRXVHHGLWRULDOO\-
preferred stock characters and situations in their work.25 
Partly because, from the late 1940s onwards, The New Yorker held the first right of 
refusal on the short fiction that Cheever produced, and partly because it accepted 
submissions with various provisos, it was financially imperative that he calibrate the 
majority of his work to suit the editorial requirements of the magazine.26 The John Cheever 
Literary Manuscripts, 1859-1963 at Brandeis University in Waltham, Massachusetts 
                                                          
24
 New Yorker Records, NYPL, Series 1: Editor 1917-1984, Harold Ross General Files 1917, 1924-1957, 
Box 36, fol. 1, Harold W. 5RVVWRµ(GLWRUV¶$SULO 
25
 Thomas Kunkel, Genius in Disguise: Harold Ross of The New Yorker (New York: Carroll & Graf 
Publishers Inc., 1995), p. 263.  
26
 The New Yorker did not intend its first reading agreement to prevent writers from conceiving and 
producLQJ SLHFHV IRU RWKHU PDJD]LQHV :KLWH XQGHUVWRRG ZULWLQJ ZLWK RWKHU SXEOLFDWLRQV LQ PLQG WR EH µD
QDWXUDODQGLQHYLWDEOHDQGVHQVLEOHWKLQJIRUDSURIHVVLRQDOZULWHUWRGR¶DQGVKHHQFRXUDJHGFRQWULEXWRUVWR
GROLNHZLVHµ,IKDYLQJDQDJUHHPHQWZLWKWKHNew Yorker SUHYHQWHGDZULWHUIURPGRLQJWKLV¶VKHH[SODLQHG
WRFRQWULEXWRU)UDQFHV*UD\3DWWRQLQµ,WKLQNZHZRXOGKDYHPXFKWRDQVZHUIRULQDOLWHUDU\VHQVH¶
µ$OOZHDVN¶DGGHG:KLWHµ>@LVWKDWZHVHHWKHPDQXVFULSWILUVW¶&KHHYHUZDVDPRdel contributor (and 
professional writer) in this respect, submitting everything he wrote to the magazine first throughout his 
career, sometimes to the point of incredulity. For example, towards the end of the Second World War 
(December 1944), a period during which The New Yorker was prioritising the publication of reportage and 
UHDOLVWLFVKRUWVWRULHVDERXWWKHFRQIOLFW&KHHYHUVXEPLWWHGDVFLHQFHILFWLRQVWRU\µ7KH&RQTXHVWRI6SDFH¶
WR WKH PDJD]LQH$IWHU/REUDQR UHMHFWHG WKH VWRU\EHFDXVH LWV µFRPELQation of realism and something that 
FRPHV FORVH WR IDQWDV\¶ GLG QRW ZRUN &KHHYHU UHQDPHG LW µ$ 7ULS WR WKH 0RRQ¶ DQG VROG LW WR Good 
Housekeeping instead. New Yorker Records, NYPL, Series 3: Editorial Correspondence 1928-1980, Fiction 
Correspondence 1952-1980, Box 512, fol. 8, Katharine S. White to Frances Gray Patton, 5 January 1952; 
New Yorker Records, NYPL, Series 3: Editorial Correspondence 1928-1980, General Correspondence 1928-
1951, Box 403, fol. 8, Gustave S. Lobrano to John Cheever, 10 December 1944.    
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includes one hundred and four annotated typescripts of short stories Cheever published in 
The New Yorker between 1935 and 1964 that reveal the extent to which this was indeed the 
case. These typescripts each feature varying degrees of annotation in the hands of 
&KHHYHU¶V HGLWRUV DQG SULQWHUV DW WKH PDJD]LQH (GLWRULDO DQQRWDWLRQ DSSHDrs in both the 
margins and the body text of the typescripts as pencilled comments, queries, suggestions, 
substitutions, additions, and excisions (words, clauses, sentences, and paragraphs struck 
WKURXJKZLWKVWUDLJKWRUVFULEEOHGOLQHV3ULQWHUV¶FRPPHQWV appear in heavy blue or black 
pencil and indicate slug-lines, line-breaks, and font (size and type). There are no comments 
LQ&KHHYHU¶VKDQGRQWKHVHW\SHVFULSWVKLVFRUUHFWLons are, instead, typed inserts featuring 
minor and occasionally major rewrites of material.  
Comparative analysis of both these typescripts and the published versions of 
&KHHYHU¶VNew Yorker stories suggests that, in the majority of cases, Cheever incorporated 
numerous editorial suggestions, substitutions, additions, and excisions into his work during 
the editing process. This is something that prospective and established New Yorker 
contributors who generated income other than from writing fiction for magazines (be it 
from the sales of their novels, screenwriting assignments, or other literary and non-literary 
professions) were often reluctant to do; if they did not want to spend time reworking a 
story to meet The New Yorker¶VHGLWRULDOUHTXLUHPHQWVWKH\FRXOGVLPSO\VHOOLWWRDQRWKHU
mainstream title with fewer restraints on content and genre, or ignore the magazine 
marketplace altogether. As Cheever was not in as fortunate a position financially as his 
contemporaries during the 1940s and 1950s, he acquiesced to The New Yorker¶VHGLWRULDO
restrictions and demands partly out of economic necessity.   
Although critics have examined the short story typescripts at Brandeis, they have not 
made the extent to which Cheever collaborated with his New Yorker editors the main focus 
of their work. In 1994, Francis J. Bosha published an itemised rather than analytical 
12 
 
overview of the collection to assist future researchers; in the late 2000s, Bailey spent the 
ODVWGD\RIDUHVHDUFKWULSWR%RVWRQµPRVWO\H[DPLQLQJWKHW\SHVFULSWVRI&KHHYHU¶VNew 
Yorker sWRULHV¶ EXW RQO\ PHQWLRQV WKHP LQ WZR IRRWQRWHV LQ Cheever: A Life.27 Perhaps 
EHFDXVH %DLOH\ XVHG &KHHYHU¶V MRXUQDOV WR VKDSH WKH QDUUDWLYH RI KLV ELRJUDSK\ KH ZDV
instead interested in the differences between a number of journal pages that Cheever 
donated to the collection and the original versions.28 -DPHV(2¶+DUD¶VJohn Cheever: A 
Study of the Short Fiction  WKH VHPLQDO PRQRJUDSKLF VWXG\ RQ &KHHYHU¶V VKRUW
ILFWLRQ RPLWV WKH H[LVWHQFH RI WKH FROOHFWLRQ DW %UDQGHLV DOWRJHWKHU 2¶+DUD UHDGV
SXEOLVKHG YHUVLRQV RI &KHHYHU¶V VWRULHV FRPSDUDWLYHO\ DQG FULWLFDOO\ RQO\ LQ KLV ERRN
Despite acknowledging and exploring throughout his study the role played by writing 
UHJXODUO\ IRU D YDULHW\ RI PDJD]LQHV LQ &KHHYHU¶V WHFKQLFDO GHYHORSPHQW DV D ZULWHU
2¶+DUDDOVRVWUXJJOHVWRUHFRQFLOHWKHLGHRORJLFDOWHQVLRQEHWZHHQWKHFRQFHSWRIWKHDUWLVW-
as-genius and the artist-as-WHFKQLFLDQ$W WKH HQGRIKLV ERRN2¶+DUD OHDQV WRZDUGV WKH
IRUPHUFRQFHSWE\LQFOXGLQJ&KHHYHU¶VHVVD\µ:KDW+DSSHQHG¶LQDQDSSHQGL[RI
primary sources and further secondary criticism.  
,Q µ:KDW +DSSHQHG¶ Cheever documents the way in which his Puritanical 
understanding of morality, failure to write a story in which the rules of backgammon 
become a metaphor for familial relationships, and observations concerning the topography 
of New Hampshire and the nostalgic longings of friends, influenced the composition of his 
New Yorker VWRU\µ*RRGE\H0\%URWKHU¶$XJXVW 2¶+DUDGHVFULEHVWKLVHVVD\
as µWKHEHVWUHFRUGZHKDYHRI&KHHYHU¶VFUHDWLYH³PHWKRG´¶but this method, particularly 
DVLWUHODWHV WR&KHHYHU¶V production of short stories, cannot be separated so simply from 
                                                          
27
 )UDQFLV-%RVKDµ7KH-RKQ&KHHYHU/LWHUDU\0DQXVFULSW&ROOHFWLRQDW%UDQGHLV¶Resources for American 
Literary Study, 1 (1994), 45-53; Bailey, Cheever: A Life, pp. 300n, 669n. 
28
 Bailey, p. 669n. 
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the New Yorker system towards which it was frequently directed.29 Although this labour is 
not visible LQ WKH SXEOLVKHG YHUVLRQV RI &KHHYHU¶V stories, it is an integral part of their 
production. Both the New Yorker Records and the John Cheever Literary Manuscripts are 
valuable archival resources within which researchers can situate more pragmatic readings 
RI&KHHYHU¶VVKRUWVWRU\FUDIWZKLFKHYROYHGRXWRIDFRPELQDWLRQRIWKHVNLOOVQHHGHGIRU
market success and the aesthetic values of a creative artist. 
This thesis also draws heavily on editorial and interoffice correspondence in the New 
Yorker Records, the editorially annotated short story typescripts in the John Cheever 
Literary Manuscripts collection, and other contextual materials such as the published 
SRUWLRQVRI&KHHYHU¶V MRXUQDOVDQG OHWWHUV WR IULHQGV LQRUGHU WR UH-evaluate the part The 
New Yorker SOD\HG LQ &KHHYHU¶V OLWHUDU\ GHYHORSPHQW EHWZHHQ  DQG  %\
emphasising the influence of The New Yorker on Cheever and connecting his art to the 
culture of commerce, this thesis participates in the field of periodical studies, a sub-field of 
book history. The development of periodical studies has, over the past few years, been 
driven by the proliferation of digital archives, which, Sean Latham suggests, allows us to 
VHHPDJD]LQHVDVµDXWRQRPRXVREMHFWVRIVWXG\¶UDWKHUWKDQµFRQWDLQHUVRIGLVFUHWHELWVRI
LQIRUPDWLRQ¶DQGWKHODUJHUFXOWXUDODQGPDWHULDOWXUQLQOLWHUDU\DQGWH[WXDOVFKRODUVKLS.30 
Periodical studies is also distinguished by its interdisciplinary approach to analysis, which 
is attuned to the way in which magazines can range broadly across subjects in a single 
issue, from commentary on international affairs and scientific advancement to fiction and 
cartoons; this aspect is even more acute in The New Yorker as a single page of a Cheever 
story could be arranged alongside a variety of thematically unrelated advertisements, 
newsbreaks, and cartoons. The approach of this thesis is historicist and comparative. Its 
                                                          
29
 2¶+DUDJohn CheeverS-RKQ&KHHYHUµ:KDW+DSSHQHG¶LQUnderstanding Fiction, ed. by Cleanth 
Brooks and Robert Penn Warren (New York: Appleton-Century-Crofts, 1959), pp. 570-72.  
30
 6FRWW/DWKDPDQG5REHUW6FKROHVµ7KH5LVHRI3HULRGLFDO6WXGLHV¶The Journal of the Modern Language 
Association of America (PMLA), 2 (2006), 517-31 (pp. 517-18).  
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four chapters are multi-layered with biographical, historical, and critical contexts 
pertaining to Cheever, the magazines and editors with which he collaborated, and the style, 
content, form, and themes of the stories he produced at specific points in his career. The 
chapters of this thesis also feature historically attentive and, where archival manuscript 
materials are utilised, comparative readings of short story typescripts and published stories. 
The intention is to demonstrate the impact of commercial motivations and collaborative 
LPSXOVHVRQWKHILQDOIRUPRIDQXPEHURI&KHHYHU¶VVWRULHVGXULQJKLVFDUHHU 
Chapter One examines the emergence of &KHHYHU¶Vprofessional pragmatism in the 
early 1930s when he temporarily stopped producing work for large-circulation magazines 
and began writing formally and stylistically experimental stories for various little 
magazines instead. Chapter One analysHV WKH ILUVW RI WKHVH VWRULHV µ)DOO 5LYHU¶ DQ
ostensibly proletarian story about mill closures and mass lay-offs in an economically 
GHSUHVVHG WH[WLOHFLW\&KHHYHUSXEOLVKHG µ)DOO5LYHU¶ LQ WKHVHFRQG LVVXHRI The Left: A 
Quarterly Review of Radical and Experimental Art, a communist little magazine published 
in DavenpoUW,RZDLQODWH%DLOH\FODLPVWKDW&KHHYHU¶VWXUQDZD\IURPWKHODUJH-
circulation magazine marketplace towards an emergent Midwestern literary radicalism in 
1931 was a short-lived political digression by an otherwise apolitical middle-class writer. 
Chapter One contests this view by re-HYDOXDWLQJ&KHHYHU¶VSURIHVVLRQDOUHODWLRQVKLSZLWK
The New Republic (the first large-circulation magazine to publish his fiction), his personal 
experiences of the magazine marketplace and left-wing politics, and his readings of little 
magazines between 1930 and 1931. It argues that Cheever made this decision for 
professionally pragmatic, rather than political, reasons. In short, it was easier for Cheever 
to publish his work in little magazines in the early 1930s because they were more receptive 
to the work of younger writers than were their mainstream counterparts. This is not to say 
WKDWµ)DOO5LYHU¶ZDVQRWDQDSROLWLFDOVWRU\KRZHYHU$KLVWRULFLVHGFORVH-reading of the 
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story demonstrates the extent to which Cheever¶VDPELYDOHQWUHODWLRQVKLSZLWK$PHULFDQ
communism influenced some of the formal, generic, and thematic SURSHUWLHV RI µ)DOO
5LYHU¶)ar from being a political digression or work produFHGTXLFNO\ IRUPRQH\ µ)DOO
5LYHU¶ is in fact a self-reflexive critique of the politicisation of middle-class writers during 
the Depression.  
Chapter Two XVHV %HUQDUG /DKLUH¶V DUJXPHQW WKDW SURIHVVLRQDO DXWKRUVKLS LV D
µJDPH¶ WKDW DXWKRUV SOD\ RFFDVLRQDOO\ IDQDWLFDOO\ RU SURIHVVLRQDOO\ DV D OHQV WKURXJK
which to re-examine CKHHYHU¶V ODUJHU H[SHULHQFH RI SURGXFLQJ VKRUW ILFWLRQ IRU WKH
$PHULFDQ PDJD]LQH PDUNHWSODFH EHWZHHQ  DQG  /DKLUH¶V WKHRU\ ZKLFK LV
influHQFHGE\%RXUGLHX¶V FRQFHSWXDOLVation of the field of cultural production, compares 
most forms of literary activity to the act of playing a game because writers, like players of 
games, cannot afford to invest all of their tiPH LQ ZKDW LV RVWHQVLEO\ D µIUHH¶ DFWLYLW\.31 
Consequently, there are three types of player in the literary game: occasional players who 
praFWLFH OLWHUDWXUH DV D IRUPRI UHFUHDWLRQ IDQDWLFDO SOD\HUVZKRPDNHZULWLQJ µWKHPDLQ
GULYLQJ IRUFH IRU WKHLU H[LVWHQFH¶EXW DUH IRUFHG WR VXEVLGLVH WKHLUSOD\ ZLWK D VHFRQGDU\
paid literary or non-literary activity; and professional players who earn their living by 
playing and living off their proceeds from the literary game.32  
Chapter Two DSSOLHV WZR RI /DKLUH¶V typologies to distinct periods of Cheever¶V
literary career. The first section of Chapter Two draws on unpublished and published 
personal correspondence and biographical material to propose that, between 1930 and 
1945, Cheever was a fanatical player of the literary game who relied on a number of 
different paid activities to supplement his income from short story sales and book 
advances. The second section of Chapter Two uses editorial and interoffice 
                                                          
31
 Bernard Lahire, µ7KH 'RXEOH /LIH RI :ULWHUV¶ WUDQV E\ *ZHQGRO\Q :HOOV New Literary History, 41 
(Spring 2010), 443-65 (pp. 457-58). 
32
 /DKLUHµ7KH'RXEOH/LIHRIWKH:ULWHUV¶, pp. 459-60. 
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correspondence in the New Yorker Records to demonstrate the variety of ways in which 
Cheever used his working relationship with The New Yorker to become a professional 
player of the literary game from 1945 onwards. This section uses archival material to 
UHDSSUDLVH &KHHYHU¶V ILQDQFLDO UHODWLRQVKLS ZLWK The New Yorker thoroughly and, by 
RIIHULQJ HYLGHQFH RI &KHHYHU¶V LPPHUVLRQ LQ DQG DEVROXWH XQGHUVWDQGLQJ RI WKH
PDJD]LQH¶VSD\PHQWV\VWHPFRXQWHUV6XVDQ&KHHYHU¶VFODLPWKDWKHUIDWKHUZDVH[SORLted 
by his editors. Chapter Two concludes by suggesting that although The New Yorker paid 
less on a per-VWRU\ EDVLV WKDQ LWV FRPSHWLWRUV LW ZDV LQVWUXPHQWDO LQ WHUPV RI &KHHYHU¶V
literary development between 193 DQG  &KHHYHU¶V OR\DOW\ WR WKH PDJD]LQH
throughout this period indicates that he understood this from the outset. As well as 
providing Cheever with the minimum income that he and his family required for 
subsistence during the 1940s and 1950s, The New Yorker offered a level of creative 
inspiration and editorial advice that other publications and publishing houses could not 
PDWFK7KHPDJD]LQHDOVRH[SRVHG&KHHYHU¶VZRUNWRDQDWLRQDODXGLHQFHZKLFKSURYLGHG
him with a readership for his books and granted him access to other more lucrative markets 
like the American film industry.   
Chapter Three uses unpublished editorial correspondence in the New Yorker Records 
and published extracts from the journals to consider how both Cheever and Lobrano 
approached the production of New Yorker fiction in the 1940s, and how they reconciled 
their differences of opinion during the editing process. On the one hand, their conflict was 
aesthetic: Lobrano preferred realism and Cheever was apt, from the late 1940s onwards, to 
incorporate elements of fantasy into his work. On the other hand, Lobrano accepted two of 
&KHHYHU¶VPRVW IDQWDVWLFDO DQG UHIOH[LYH New Yorker VWRULHVGXULQJ WKH ODWHV µ7KH
(QRUPRXV5DGLR¶0D\DQGµ7RUFK6RQJ¶7KHIRUPHULVDVWRU\LQZKich a radio 
malfunctions and tunes its apartment building-dwelling owners into the quarrels of their 
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QHLJKERXUVZKLOHµ7RUFK6RQJ¶LVDQRVWHQVLEO\VXSHUQDWXUDOVWRU\DERXWDZRPDQQDPHG
Joan who always wears black clothes and dates morally or physically unhealthy lovers, all 
RI ZKRP GLH DIWHU FRPLQJ LQWR FRQWDFW ZLWK KHU /REUDQR¶V DFFHSWDQFH RI WKHVH VWRULHV
demonstrates that he was not a creatively inflexible fiction editor, despite his preference 
for realism.  
Again emphasising the importance of a straWHJLF ILQDQFLDO LPSHUDWLYH LQ &KHHYHU¶V
navigation of the magazine marketplace, Chapter Three argues that Cheever allowed 
/REUDQRWRHGLWKLVVWRU\µ7RUFK6RQJ¶DFFRUGLQJWRWKHPLGGOHEURZOLWHUDU\HWKRVRI
The New Yorker because he had accepted an advance payment for the story and could not 
afford to complain. Chapter Three H[DPLQHVWKHHGLWRULDOO\DQQRWDWHGW\SHVFULSWRIµ7RUFK
6RQJ¶LQRUGHUWRSURYLGHDGHWDLOHGGHVFULSWLRQDQGH[SODQDWLRQRIWKHZD\WKDW/REUDQR
typicDOO\ HGLWHG &KHHYHU¶V ILFWLRQ +LJKOLJKWLQJ DPRQJVW RWKHU IHDWXUHV KHDYLO\-crossed 
out sections of material that Cheever dutifully revised and retyped onto new pages, this 
chapter suggests that Cheever played a largely subordinate role during the editing of 
µ7RUFK6RQJ¶1RWRQO\GLG&KHHYHUUHVSRQGWRWKHVHFKDQJHVKHDOVRDFFHSWHG/REUDQR¶V
excision and/or substitution of metaphors and more sonorous passages of prose that he felt 
might confuse the imagined ordinary reader of The New Yorker for more detail-oriented 
and explanatory material without disturbance. In short, while Lobrano accepted the 
VXSHUQDWXUDO SUHPLVH RI µ7RUFK 6RQJ¶ KH demanded that Cheever foreground realism in 
the story in an attempt to normalise the narrative as much as he possibly could for the 
PDJD]LQH¶VUHDGHUV    
Chapter Four H[DPLQHV WKHRSSRVLWHRI&KHHYHU¶V HGLWRULDO H[SHULHQFHZLWK µ7RUFK
6RQJ¶ E\ IRFXVLQJ RQ WKH FROODERUDWLYH HIIRUW EHWZHHQ &KHHYHU /REUDQR DQG 0D[ZHOO
during the spring and summer months of 1955. Together, they transformed a rejected story 
GUDIWµ7KH5HIRUPHG+RXVHEUHDNHU¶LQWRWKHµ7KH+RXVHEUHDNHURI6KDG\+LOO¶The New 
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Yorker$SULOWKHWLWOHVWRU\DQGWKHPDWLFIXOFUXPRI&KHHYHU¶VWKLUGFROOHFWLRQ
of suburban short fiction, The Housebreaker of Shady Hill and Other Stories (1958). This 
FKDSWHU DQDO\VHV WZR GUDIWV RI WKH VWRU\ µ7KH 5HIRUPHG +RXVHEUHDNHU¶ DQG µ7KH
+RXVHEUHDNHURI6KDG\+LOO¶WKDWZHUHGLVFRYHUHGGXULQJWKHUHVHDUFKLQJRIWKLVFKDSWHUDW
the New York Public Library. They exist LQ µ6HULHV  0DJD]LQH 0DNH-Up: Copy and 
Source 1950-¶ LQ WKH New Yorker Records, a series that contains the copy and art 
which made up each issue of The New Yorker.  
Comparing and explaining the editorial and authorial changes between the first two 
drafts of the story, the third draft (the original copy of which is held at Brandeis), and the 
published version that appeared in The New Yorker, Chapter Four DUJXHV WKDW µ7KH
+RXVHEUHDNHURI6KDG\+LOO¶LVWKHSURGXFWRIZKDW*7KRPDV7DQVHOOHFDOOVµWKHDXWKRU¶V
LQWHQWLRQ¶.33  7DQVHOOH GHILQHV µWKH DXWKRU¶V LQWHQWLRQ¶ DV WKH µPHUJLQJ RI WKH VHSDUDWH
LQWHQWLRQVRIWKHLQGLYLGXDODXWKRUV¶LQDFROODborative effort, a utopian form of editing that 
DSSOLHV LQ WKHFDVHRI µ7KH+RXVHEUHDNHURI6KDG\+LOO¶.34 Chapter Four reconstructs the 
collaborative effort between Lobrano, Maxwell, and Cheever on the story using the 
surviving typescripts and editorial correspondence in the Records. It reveals that Lobrano 
SURYLGHG &KHHYHU ZLWK WKH LQFHQWLYH WR UHYLVH µ7KH 5HIRUPHG +RXVHEUHDNHU¶ ZKHQ KH
suggested that the story might be more suitable for The New Yorker if Cheever enlarged 
WKHLGHDRIWKHPDLQFKDUDFWHU¶VSHUVRQDOLW\VRXULQJDIWHUKHVWHDOVFDVKIURPKLVZHDOWK\
suburban neighbours following a party.35  These editorial nudges could upset writers, 
especially when there were better-SD\LQJ PDJD]LQHV WR VHOO UHMHFWLRQV WR EXW /REUDQR¶V
suggestion inspired Cheever to fix the narration in the story, which alternated between 
                                                          
33
 *7KRPDV7DQVHOOHµ7KH(GLWRULDO3UREOHPRI)LQDO$XWKRULDO,QWHQWLRQ¶Studies in Bibliography, 29 
(1976), 167-211 (p. 190). 
34
 Tanselle, µ7KH(GLWRULDO3UREOHPRI)LQDO$XWKRULDO,QWHQWLRQ¶, p. 190. 
35
 New Yorker Records, NYPL, Fiction Correspondence, Box 734, fol. 27, William Maxwell to John 
Cheever, 18 April 1955. 
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third-person-limited and omniscient narration in the first draft, to first-person-limited from 
WKH VHFRQG GUDIW RQZDUGV 7KH QHZO\ GLVFRYHUHG ILUVW DQG VHFRQG GUDIWV RI µ7KH
+RXVHEUHDNHU RI 6KDG\ +LOO¶ VKRZ WKDW &KHHYHU WKHQ ZRUNHG FORVHO\ ZLWK 0D[ZHOO WR
revise the story over a period of months and, in the process, accepted and incorporated the 
PDMRULW\RIKLVHGLWRU¶VFRUUHFWLRQVDQGVXJJHVWLRQVLQWRWKHSXEOLVKHGYHUVLRQ,QWKHVHQVH
that it is a synthesis of editorial excision and substitution rather than a concession to it on 
financial grounds, RUDVWRU\WKDWZDVSXEOLVKHGZLWKPLQLPDOHGLWRULDOLQWHUYHQWLRQµ7KH
+RXVHEUHDNHURI6KDG\+LOO¶ LVXQLTXHDPRQJVW&KHHYHU¶VFRUSXVRINew Yorker stories. 
Yet, as this chapter concludes, the story is also emblematic both of the value that Cheever 
placed in the professional judgement of his editors at The New Yorker, and the manner in 
which he benefited artistically and commercially from his association with the magazine 
between 1935 and 1964.    
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Chapter One: 
µ*R/HIW<RXQJ:ULWHU¶-RKQ&KHHYHUDQGWKH:ULWLQJRIµ)DOO5LYHU¶ 
 
Chapter One H[DPLQHV µ)DOO 5LYHU¶ D SUROHWDULDQ VKRUW VWRU\ -RKQ &KHHYHU ZURWH DQG
published in The Left: A Quarterly Review of Radical and Experimental Art in the autumn 
of 1931. It functions as a prelude Chapter Two, which aVVHVVHV &KHHYHU¶V
professionalisation process between 1930 and 1964 at both the macro- and micro-level 
through sociological and economic lenses. Chapter One argues that Cheever temporarily 
stopped producing work for The New Republic, the popular journal of liberal opinion that 
SXEOLVKHG KLV ILFWLRQ GHEXW µ([SHOOHG¶  2FWREHU  DQG D IHZ RI KLV ERRN UHYLHZV
EHWZHHQ 2FWREHU  DQG 0D\  LQ RUGHU WR ZULWH µ)DOO 5LYHU¶ IRU The Left, a 
communist little magazine published in Davenport, Iowa, for professionally pragmatic, 
UDWKHU WKDQSHUVRQDOO\SROLWLFDO UHDVRQV7KLVFRXQWHUV WKHYLHZWKDW&KHHYHU¶V WXUQDZD\
IURPZKDW'RXJODV:L[VRQ UHIHUV WRDV µWKHROGRUGHURIFHQWUDOL]HGKHJHPRQLF OLWHUDU\
expressioQ¶WRZDUGVDQHPHUJHQW0LGZHVWHUQOLWHUDU\UDGLFDOLVPLQZDVDVKRUW-lived 
political digression by an apolitical middle-class writer.1 ,WDOVRFRQWHVWV-DPHV(2¶+DUD¶V
YLHZ WKDW &KHHYHU DEDQGRQHG WKH DXWRELRJUDSKLFDO UHDOLVW VW\OH RI µ([SHOOHG¶ D
fictionalised account of his expulsion from a preparatory school, to write experimental, 
LPSUHVVLRQLVWLF VWRULHV µDVWRQLVKLQJ LQ WKHLU IRUPOHVVQHVV¶ µLQ HUURU¶ EHIRUH UHWXUQLQJ WR
µUHDOLVPZLWKLQVWUXFWXUHGVWRU\OLQHV¶LQWKHPLG-1930s.2  
The first section of Chapter One re-HYDOXDWHV WKH JHQHVLV RI µ)DOO 5LYHU¶ E\ UH-
examining &KHHYHU¶V UHODWLRQVKLSV ZLWK The New Republic, American communism, and 
                                                          
1
 Blake Bailey, Cheever: A Life (New York: Knopf, 2009), p. 55; Douglas Wixson, Worker-Writer in 
America: Jack Conroy and the Tradition of Midwestern Literary Radicalism, 1898-1990 (Urbana: University 
of Illinois Press, 1994), p. 317. 
2
 -DPHV(2¶+DUDJohn Cheever: A Study of the Short Fiction (Boston: G. K. Hall & Co., 1989), pp. 5-6. 
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the little magazine community in the early 1930s. This section makes a number of claims. 
First, although communist and homosexual literary critic Newton Arvin encouraged 
Cheever to write about the American working class, The New Republic¶V UHMHFWLRQ of 
&KHHYHU¶VSLHFHRI UHSRUWDJH DERXW WKH1D]L3DUW\ H[HUWHG D IDUJUHDWHU LQIOXHQFHRQKLV
decision to experiment with non-fiction and fiction elements in his work and target the 
result at more radical little magazines. Second, while Cheever socialised with left-wing 
writers and artists in Boston and New York, he did not engage artistically or politically 
with either the Communist Party USA (CPUSA) or the John Reed Club of Boston between 
1930 and 1931. David A. Taylor contends that Cheever was a member of the John Reed 
&OXE RI 1HZ <RUN µIRU D ZKLOH¶ DIWHU PRYLQJ WR WKH FLW\ LQ  EXW KH RIIHUV QR
corroborating evidence to support his claim and notes that, despite an admiration for 
Russian writers such as Leo Tolstoy and Anton Chekhov, Cheever was never a µSROLWLFDOO\
RSLQLRQDWHG¶ZULWHU.3 The absence of contact between Cheever and these organisations in 
the Boston area between 1930 and 1932 suggests a reticence on the part of Cheever to 
allow his writing to be subjugated to political ideology. Suffice it to say, Cheever was far 
more involved with the little magazine community in the early 1930s. Third, and on a 
UHODWHGQRWH&KHHYHUGLGQRWQHFHVVDULO\LQWHQGIRUµ)DOO5LYHU¶WRDSSHDULQDFRPPXQLVW
little magazine; based on surviving correspondence and the chronology of publication, it is 
more likely that Cheever wrote the story with the apolitical and experimental little 
magazine Pagany: A Native Quarterly in mind, a publication that he read and 
corresponded with in 1930.  
µ)DOO5LYHU¶ZDVQRWDFRPSOHWHly apolitical story, however.  The story grew just as 
PXFKRXWRI&KHHYHU¶VSHUVRQDOH[SHULHQFHRI$PHULFDQFRPPXQLVPLQWKHHDUO\VDV
                                                          
3
 David A. Taylor, 6RXORID3HRSOH7KH:3$:ULWHUV¶3URMHFW8QFRYHUV'HSUession America (Hoboken: 
John Wiley & Sons, 2009), p. 190. 
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it did his aesthetic interest in the innovative American writing that Pagany and other little 
magazines were publishing. The second section of Chapter One addresses this tension by 
evaluating &KHHYHU¶VGRFXPHQWDU\DSSURDFKWRZULWLQJµ)DOO5LYHU¶ZKLFKZDVLQIRUPHG
by his local knowledge of New England and its historically important textile industry. It 
also assesses the extent to which the story can be read as a criticism of the politicisation of 
writers and literature in the United States during the 1930s.  
Joseph Freeman claimed that middle-FODVV ZULWHUV ZKR µZHQW OHIW¶ LQ WKH V
µDEDQGRQHG WKH SRHP WKH QRYHO DQd the play and began to write solemn articles on 
XQHPSOR\PHQW ILVFDO SROLF\ DQG IRUHLJQ WUDGH¶ DIWHU WKH\ ZHUH IRUFHG µWRZDUG WKH
YLHZSRLQW RI WKH ZRUNHUV¶ E\ WKH GLIILFXOW HFRQRPLF FRQGLWLRQV RI WKH SHULRG.4 Cheever 
expresses his resistance to the political turn of middle-class writers as Freeman understood 
it by using literary techniques, including abstraction and repetition, to undermine and 
defamiliarise the journalistic discourse of the story.  
GHQHULFDOO\ µ)DOO 5LYHU¶ FDQ EH XQGHUVWRRG DV D self-conscious variation on the 
³VWULNH story´, a common form of American proletarian fiction that appeared regularly in 
little communist magazines like The Left. Jon-Cristian Suggs explains that the movement 
RIDVWULNHVWRU\LVµDOZD\VDZD\IURPWKHLQGLvidual or even the biological family as the 
ORFXVRIYDOXHIRUPDWLRQDQGUHDOL]DWLRQWRFODVVDIILQLW\¶.5 µ8VXDOO\¶6XJJVFRQWLQXHVµWKLV
transfer is foreshadowed by scenes wherein the comradeship of labor is made momentarily 
manifest by personal sacrifice in times of physical danger, when a worker risks his life for 
DFRPUDGHZKRLVQRWDPHPEHURIKLVRZQIDPLO\¶.6 There are no equivalent empathetic 
DFWVLQµ)DOO5LYHU¶7KHVWRU\HQGVZLWKLWVPLGGOH-class narrator, an obvious surrogate for 
                                                          
4
 -RVHSK )UHHPDQ µ,QWURGXFWLRQ¶ LQ Proletarian Literature in the United States: An Anthology, ed. by 
Granville Hicks and others (London: Martin Lawrence, 1935), pp. 9-28 (p. 26).  
5
 Jon-Cristian 6XJJV µMarching! Marching! $QG WKH ,GHDRI WKH3UROHWDULDQ1RYHO¶ LQ The Novel and the 
American Left: Critical Essays on Depression-Era American Fiction, ed. by Janet Galligani Casey (Iowa: 
University of Iowa Press, 2004), pp. 151-71 (p. 158) 
6
 6XJJVµMarching! Marching! $QGWKH,GHDRIWKH3UROHWDULDQ1RYHO¶S 
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Cheever, OHDYLQJWKHFLW\LQDµQHZVKLQ\FDU¶WKDWEHORQJVWRKLVPLGGOH-class friend Paul, 
DµSURVSHURXV¶EXVLQHVVRZQHUZKROLYHVLQDIDUPKRXVH.7 In the sense that class affinity is 
the impelling force of the story, µ)DOO5LYHU¶can be read as a subtle parody of the strike 
story and, by implication, a rejection of the broader politico-cultural movement responsible 
for the proletarian and working-class fiction on the part of Cheever.   
 
Cheever, the Little Magazine, and Communism 
2¶+DUDDUJXHVQRWLQFRUUHFWO\WKDWµ>UHMHFWLRQ@UHSODFHGDFFHSWDQFHZLWKDYHQJHDQFH¶IRU
Cheever between 1931 and 1935.8 <HW2¶+DUDLVPLVWDNHQZKHQKHLGHQWLILHVµ)DOO5LYHU¶
DQG WZR RWKHU H[SHULPHQWDO VWRULHV WKDW &KHHYHU SXEOLVKHG LQ OLWWOH PDJD]LQHV µ/DWH
*DWKHULQJ¶ LQPagany, October-'HFHPEHUDQG µ%RFN%HHU DQG%HUPXGD2QLRQV¶
(The Hound & Horn, April--XQHDVSRUWHQWVµRIWKHQHHG>IRU&KHHYHU@WRPDNHKLV
VWRULHV FRPSUHKHQVLEOH >«@ WR PDJD]LQH HGLWRUV¶ SULRU WR WKH EUHDNWKURXJK VDOH RI
µ%XIIDOR¶WRThe New Yorker in 1935.9 This is because Cheever did not target these stories 
at the large-circulation magazine marketplace; he wrote them expressly for little magazines 
instead. 
Blake Bailey acknowledges this when he REVHUYHV WKDW µ)DOO 5LYHU¶ ZDV VDOHDEOH
becauVH µHOHJant Hemingway pastiches on proletarian themes were at the height of their 
vogue as most of the arty little magazines had been replaced by organs of radical 
SURSDJDQGD¶ LQ WKH HDUO\ V.10 Here, Bailey suggests, without saying as much, that 
                                                          
7
 -RKQ&KHHYHU µ)DOO5LYHU¶The Left: A Quarterly Review of Radical and Experimental Art, Summer and 
Autumn 1931, 70-72, repr. in Fall River and Other Uncollected Stories by John Cheever, ed. by Franklin H. 
Dennis (Chicago: Academy Chicago Publishers, 2009), pp. 1-8 (p. 7). Because there are no differences 
EHWZHHQ WKHVHYHUVLRQVRI µ)DOO5LYHU¶ Iurther references to the published version of the story refer to the 
reprint and are given in parentheses after quotations in the text. 
8
 2¶+DUDJohn Cheever: A Study of the Short Fiction, p. 6. 
9
 2¶+DUDS 
10
 Bailey, Cheever: A Life, p. 55.  
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&KHHYHU GLG QRW ZULWH µ)DOO 5LYHU¶ IRU SROLWLFDOO\ PRWLYDWHG RU DUWLVWLFDOO\ SUHWHQWLRXV
reasons; rather, Cheever calibrated the story to meet the stylistic and thematic demands of 
a non-commercial literary marketplace populated with radical little magazines. Cheever 
would use this strategy more frequently during the second half of the 1930s when he was 
writing stories for an array of large-circulation publications including The New Yorker, 
&ROOLHU¶V Weekly, +DUSHU¶V%D]DDU, and The Atlantic Monthly.  
However, nHLWKHU2¶+DUDQRU%DLOH\FRQVLGHUVZKHWKHURUQRW&KHHYHU¶VGHFLVLRQWR
ZULWH µ)DOO 5LYHU¶ ZDV LQIOXHQFHG E\ WKH FRQGLWLRQ RI KLV UHODWLRQVKLS ZLWK The New 
Republic LQ  2¶+DUD SUHVHQWV &KHHYHU¶s break with the mainstream in terms of 
DUWLVWLF H[SHULPHQWDWLRQ E\ VXJJHVWLQJ WKDW IROORZLQJ WKH SXEOLFDWLRQ RI µ([SHOOHG¶
&KHHYHU ZDQWHG ERWK WR WHVW KLV VW\OLVWLF UDQJH DQG µWR EUHDN RXW RI WKH VWULFWO\
DXWRELRJUDSKLFDO PROG¶. 11  This led Cheever to engDJH LQ µD EULHI IOLUWDWLRQ ZLWK
LPSUHVVLRQLVP¶EHWZHHQDQGDQGWRPDNHWKHµGDPDJLQJPLVWDNHRIWU\LQJ to 
sound like another +HPLQJZD\¶XQWLOWKHHDUO\V.12 There are several issues with this 
line of argument. As Cheever had only published one autobiographical story by the 
summer of 1931, it is unlikely that he was frustrated with, or had exhausted this approach 
WRZULWLQJµ)DOO5LYHU¶DQGµ/DWH*DWKHULQJ¶DUHWKHPVHOYHVEDVHGRQ&KHHYHU¶VSHUVRQDO
experiences of New England life during the late 1920s and early 1930s. Furthermore, the 
intellectual disillusionment that influenced Cheever to write about the American working 
FODVVLQµ)DOO5LYHU¶LVSUHVHQWEHQHDWKWKHVXUIDFHOHYHORIWKHQDUUDWLYHRIµ([SHOOHG¶,Q
his debut, Cheever encodes the personal anger he felt towards the systemic self-delusion of 
American society both before and after the Great Crash of 1929 in the student-QDUUDWRU¶V
critique of the ethos and culture of preparatory school. Their stylistic differences aside, 
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 2¶+DUDJohn Cheever: A Study of the Short Fiction, p. 5. 
12
 2¶+DUDS 
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µ)DOO5LYHU¶LVVWUXFWXrally and thematically similar WRµ([SHOOHG¶LQWKHway that it uses a 
micro-event²the closure of a textile mill²to make larger claims about Depression-era 
American society.   
2¶+DUDLJQRUHVDQ\HFRQRPLFFRQVLGHUDWLRQV&KHHYHUPDGHLQVKLIWLQJ his attention 
to writing for little magazines instead of large-circulation ones. Bailey, meanwhile, 
recounts but fails to connect a sequence of events involving The New Republic and 
Cheever during the summer of 1931 that offer the most plausible economic explanation as 
to why Cheever decided to write short stories for the non-commercial magazine 
marketplace. Towards the end of summer in 1931, Cheever returned from a walking tour 
RI(XURSHZLWKKLVROGHUEURWKHU)UHGµDSSDOOHGE\>WKH@1D]LPLOLWDULVP¶KHKad witnessed 
in Germany.13 Cheever either pitched the idea of, or submitted a non-fiction article about 
his experiences of Nazi Germany to The New Republic but, as he explained to his friend 
and mentor Malcolm Cowley, the literary editor of The New Republic who bought his 
short story µ([SHOOHG¶2FWREHUµno one, especially Bruce Bliven [then editor-in-
chief of the magazine], seemed interested in my accounts of the National Socialist Party¶.14 
Frustrated, Cheever turned to Newton Arvin, an instructor in the English department at 
Smith College, for literary advice. Arvin informed Cheever that his work was 
µFRQWHPSWLEOH¶ because it failed to address the experience of the American working class.15 
Bailey claims that Cheever immediately hitchhiked to Fall River, a cotton textile city in 
Bristol County, Massachusetts, and took a room in a boarding house inhabited by 
unemployed mill workers.16 He was determined to write about their experiences.  
A biographer focused on narrative rather than analysis, Bailey does not consider the 
extent to which The New Republic¶VUHMHFWLRQDFWHGDVDFDWDO\VWIRU&KHHYHUWRZULWHIRU
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 Bailey, Cheever: A Life, p. 54. 
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 Bailey, p. 54. 
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 Bailey, p. 55. 
16
 Bailey, p. 55. 
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the non-commercial magazine marketplace in the early 1930s. It is more accurate to argue 
that %OLYHQ¶VUHMHFWLRQSHUVXDGHG&KHHYHUWKDWKHIDFHGGLIILFXOWRGGVWU\LQJWRSXEOLVKKLV
work regularly in large-circulation magazines at this early stage of his literary career. 
Cheever turned to little magazines in this moment because, despite their limited 
circulation, they were dedicated to publishing the work of relative unknowns and bringing 
writers, editors, and publishers, many of whom were struggling in difficult economic 
conditions in the early 1930s, into contact with each other. Wixson stresses that many 
UDGLFDOOLWWOHPDJD]LQHVµUHSODFHGRQHNLQGRIOLWHUDU\SROLWLFVZLWKDQRWKHU¶HYHQWXDOO\EXW
even so, they were more likely to publish experimental art, literature, unconventional 
social ideas, and political theories than were their large-circulation counterparts.17  
The receptivity of little magazines to experimentation played an important role in 
&KHHYHU¶VSURIHVVLRQDOLVation. Not only did writing for little magazines afford him greater 
imaginative flexibility when it came to selecting the style and subject matter of the stories 
he was writing, but it also allowed him to work through some of his literary influences, 
which included Hemingway and John Dos Passos in the 1930s, in order to find his own 
YRLFH9LHZHG LQ WKLVZD\ WKHQ&KHHYHU¶VGHFLVLRQ WRSURGXFHD UDQJHRIILFWLRQSLHFHV
for an ideologically diverse array of little magazines including communist The Left, avant-
garde Pagany, and scholarly The Hound & Horn instead of the topically and formally 
restrictive The New Republic between 1931 and 1932 was not the result of an ill-
conceived, youthful impulse towards political radicalism and unprofitable artistic 
expHULPHQWDWLRQRQKLVSDUW DV2¶+DUD DQG%DLOH\SRVLW&KHHYHUZDV PHUHO\GLVSOD\LQJ
the professional opportunism typical of young freelance writers who lived from sale to 
sale.  
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 Wixson, Worker-Writer in America: Jack Conroy and the Tradition of Midwestern Literary Radicalism, 
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Had Cheever been politicised by his dismal experiences of elite education and 
ND]LVPUDWKHUWKDQIUXVWUDWHGE\%OLYHQ¶VUHMHFWLRQRIKLV MRXUQDOLVP LWVHHPVOLNHO\WKDW
he would have had some personal or professional involvement with the John Reed Club of 
Boston, the local branch of a national Communist organisation that not only sought to 
develop working-class writers and artists, but also to encourage all writers, artists, and 
intellectuals in the United States to identify and engage socially, politically, and creatively 
with the American working class in an effort to create a mass proletarian movement. But 
despite associating with an eclectic mix of radical writers and artists, including Cowley, E. 
E. Cummings, Hazel Hawthorne Werner, and John Wheelwright, in the bohemian 
intellectual circles of Boston, Provincetown, and New York in which he moved during this 
period, there is no clear evidence of Cheever being a member of the CPUSA or the John 
Reed Club of Boston in the 1930s. 
The John Reed Clubs were named in honour of John Reed, the American journalist, 
poet, and activist who wrote Ten Days That Shook the World (1919), a first-hand account 
of the October Revolution in Russia in 1917, and helped to found the Communist Party in 
the United States. The creation of the John Reed Clubs was inspired in part by the 
Proletcult, a politico-cultural federation of local cultural societies and avant-garde artists 
set up outside of Communist Party control in Soviet Russia in 1917. The Proletcult sought 
WR LPSURYH WKH5XVVLDQSUROHWDULDW¶V ORZ OHYHO RI HGXFDWLRQDQGH[SHULHQFHZLWK FXOWXUDO
production so that they could develop their own distinct class culture. To this end, the 
Proletcult established factory cells and a network of studios to discover and nurture the 
artistic and intellectual talent of the working-class. Whereas both the Party leadership and 
WKRVHDW WKHJUDVVURRWV OHYHORI WKH3UROHWFXOW IDYRXUHGDEUHDNZLWK5XVVLD¶VDULVWRFUDWLF
cultural heritage altogether, the leaders of the Proletcult, which included Bolshevik 
SKLORVRSKHU$$%RJGDQRYDQGWKH3HRSOH¶V&RPPLVVDURI(GXFDWLRQRf Soviet Russia 
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A. V. Lunacharksy, defended the right of workers to critically evaluate and incorporate 
aspects of cultural forms that were alien or hostile to their class, such as bourgeois 
literature published during the Tsarist era.18 For the purposes of creating a similar politico-
cultural movement in the United States, Jewish-American Communist Michael Gold, 
editor-in-chief of The New Masses between 1928 and 1934, interpreted the aims of the 
Proletcult in Russia as an extension of Western concerns with ZRUNHUV¶ HGXFDWLRQDQGD
UHMHFWLRQRIWKHERXUJHRLVLH¶VDXWRWHOLFXQGHUVWDQGLQJRIDUW.19  
Eric Homberger argues that Gold, in conjunction with the editorial board of The New 
Masses, formed the inaugural branch of the John Reed Club along these ideological lines 
in New York in the autumn of 1929.20 Homberger asserts that the decision-making process 
responsible for the establishment of the club represented a mixture of ideology and 
pragmatism: pragmatism because the readers who regarded The New Masses as a literary-
art magazine rather than as a political organ were not wholly supportive of the proletarian 
writing Gold was publishing in it during the late 1920s. As Gold did not want to endanger 
the existence of The New Masses, he made the commercial decision to adopt a less 
doctrinaire editorial policy that prioritised the publication of writing by more established 
middle-class writers and intellectuals.21 Alan M. Wald counters this foundational narrative, 
using Rose Carmon, the wife of Walt Carmon, the managing editor of The New Masses 
from 1929 to 1932, to corroborate the anecdotal claim of the leftist writer Norman 
Macleod that the John Reed Club of New York was formed after Carmon ejected a group 
of young writers who had been spending too much time at The New Masses office with an 
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LQVWUXFWLRQWRµJRRXWDQGIRUPDFOXE¶.22 In either case, and especially given the courting of 
liberal writers with substantial commercial and critical reputations by The New Masses, 
Gold and Carmon appear to have intended the John Reed Club of New York as a 
consolatory platform for younger, less well-established writers to develop their talents.   
:DOG QRWHV WKDW WKH FOXEV µFUHDWHG D QHZ FRPSOLFDWLRQ¶ LQVRIDU DV WKH\ DWWUDFWHG
µPDQ\<RXQJ7XUNVZLWKXOWUDUHYROXWLRQDU\RSLQLRQV¶PDQy of whom were not members 
of the working class but unemployed and unpublished high-school and college graduates 
seeking careers in journalism.23 Some of these members turned on Gold and Carmon, 
criticising both their editorial pandering to middle-class writers and what they perceived to 
be their ideological indiscipline as members of the CPUSA.24 The John Reed Clubs of the 
United States only received institutional recognition from the International Union of 
Revolutionary Writers (IURW) after the organisation accepted Party criticism made at the 
second congress of the union in Kharkov in November 1930 that its preference for placing 
proletarian literature in the context of class rather than content and ideology was damaging 
the project.25 Gold agreed on this point with the International Union of Revolutionary 
:ULWHUV ,Q µ1RWHV IURP .KDUNRY¶ SXEOLVKHG LQ The New Masses in March 1931, he 
explained that it was vital for John Reed Clubs and other auxiliary groups WR HQOLVW µDOO
friendly inteOOHFWXDOV LQWR WKH UDQNVRI WKH UHYROXWLRQ¶.26 These internecine difficulties did 
not prevent the John Reed Clubs from expanding rapidly, however. By 1934, there were 
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thirty clubs in cities across the United States and over twelve thousand registered 
members.27    
$OHWWHU&KHHYHUVHQWWR(OL]DEHWK$PHVWKHH[HFXWLYHGLUHFWRURI<DGGRDQDUWLVWV¶
working community in Saratoga Springs, New York in the spring of 1933 suggests that he 
was aware of the John Reed Club of Boston but dismissive of its personal and professional 
YDOXH WR KLP3LWFKLQJ D QRYHO WKDW H[DPLQHG ZKDW KH UHIHUUHG WR DV µWKH KRUURU DQG WKH
JORU\¶ RI WKH FLW\ WR $PHV LQ WKH ILQDO SDUDJUDSK RI WKH OHWWHU &KHHYHU GHVFULEHG µ>WKH@
&RPPXQLVWV>«@FOXEEHGLQIURQWRIDVWDLG*HRUJLDQIDFDGH>sic@¶. 28 7KHYHUEµFOXEEHG¶
suggests that Cheever was referring specifically to members of the John Reed Club in this 
GHVFULSWLRQ 7KH µVWDLG *HRUJLDQ IDFDGH¶ ZDV SUREDEO\ WKH H[WHULRU RI WKH FOXE¶V ILUVW
headquarters, the basement of 825 Boylston Street in Back Bay, a neighbourhood of 
Boston.29 The club ran a number of cultural activities at this address: the dance club met on 
7XHVGD\V WKH ZULWHUV¶ JURXS RQ :HGQHVGD\V WKH DUWLVWV¶ JURXS RQ 7KXUVGD\V DQG WKH
dramatic group on Fridays.30  There are no surviving records of club membership or 
attendance and minutes from the various group meetings at the Boylston Street address. 
But neither Red Boston, the organ of the Communist Party in Boston before the 
establishment of a John Reed Club in the city around 1930 or 1931, nor Leftward, which 
superseded Red Boston and was published monthly by the club from November 1932 to 
December 1934, feature any contributions from Cheever.31 
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In an interview published in Sequoia6WDQIRUG¶VOLWHUDU\PDJD]LQHLQ&KHHYHU
attempted to clarify his reluctance to become extensively involved in the American 
FRPPXQLVWSURMHFWDWERWK WKH ORFDODQGQDWLRQDO OHYHO LQ WKHHDUO\V5HFDOOLQJ µWKH
IRUFHRIWKH&RPPXQLVW3DUW\LQWKH8QLWHG6WDWHVDVDOLWHUDU\OHYHU¶ZKHQKHZDVLQKLs 
late teens, Cheever explained that he felt alienated frRPWKHSROLWLFDOPRYHPHQWµI was not 
concerned with social reconstruction. I was concerned with literature as an intimate and 
DFXWHPHDQVRIFRPPXQLFDWLRQ¶.32 The appeal of the John Reed Clubs to socially conscious 
writers who, like Cheever, were not communists was undermined by the intimidating 
presence of a Party faction that was less interested in literature than it was in using the 
clubs for political work. Homberger suggests that, in most cases, the process of selection 
within the clubs probably favoured political commitment over creativity and aesthetic 
expression.33  
The editorial transformation that Leftward underwent between 1932 and 1934 is 
indicative of the way in which political commitments were prioritised in John Reed Clubs. 
Until the summer of 1933, Leftward was comparable to a radical little magazine in content. 
A typical issue of Leftward featured opinion, journalism, criticism, poetry, and 
illustrations. Most of the content published in the magazine was revolutionary in spirit, 
engaging as it did with the subject of class struggle in the United States and defending the 
achievements of communism in Russia, rather than experimental or innovative. The 
November 1932 issue of Leftward SXEOLVKHG µ2 /HLVXUH &ODVV¶ E\ 0DU\ $KOTXLVW D
YLWULROLFSRHPWKDWOLNHQHGWKHPDUNVOHIWE\WKHµQDNHGIRRWVWHSV¶RIWKHµRLOHGVSRQJHG
>DQG@ UXEEHG¶ $PHULFDQ ZHDOWK\ HOLWH WR µGDUN SRROV RI VZDUPLQJ EDFWHULD¶ DQG
µ&Rntrasts-¶E\$OH[DQGHU/HYLWWDIXOO-page illustration consisting of two panels, one 
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a line drawing of a fully-operational Russian factory headed and tailed by the captions 
µ68&&(66)8/&203/(7,212)),9(<($53/$1¶DQGµ8665¶DQGWKHRWKHUD
line drawing of an American city street packed with unemployed people tailed by the 
FDSWLRQµ86$81(03/2<('¶.34 This is not to say that Leftward lacked a 
VHQVHRIKXPRXU7KHPDJD]LQHDOVR UDQ D VHFWLRQFDOOHG µ7KH/LWWOH5HG1RWHERRN¶ DQ
irreverent leftist variation on The New Yorker¶V µ7DONRI WKH7RZQ¶ZKLFKSULQWHGVKRUW
political, satirical, and humourous news items. In the November 1932 issue of Leftward, a 
reader reported seeing a handwritten sign hung on the door of a shop-front in Alabama that 
UHDG µ*RQH RXW WR O\QFK¶.35 In October 1934, however, Leftward became Leftward: New 
(QJODQG¶V5HYROXWLRQDU\5HYLHZ, a shorter, more programmatically political publication in 
a newspaper format that featured less poetry. Cheever agreed with the communists that 
capitalism was responsible for the economic crisis in the United States, but he was too 
anti-political a writer to tolerate a decision process that favoured political commitments 
over individual aesthetic autonomy and development. The short story, his preferred mode 
of literary expression, was also severely underrepresented in the pages of Leftward. For 
these reasons, it is unlikely that Cheever identified the John Reed Club of Boston as either 
an optimum creative environment in which to discuss his work with other writers or 
Leftward a viable publishing platform for it. 
Cheever instead WDUJHWHGµ)DOO5LYHU¶DWRQHRIWKHPDQ\UDGLFDO OLWHUDU\PDJD]LQHV
being published in the United States during the early 1930s. Outside of his professional 
dealings with the mainstream magazine marketplace in 1930, Cheever corresponded with 
Richard Johns, the editor of Pagany, a broad and inclusive literary quarterly that appeared 
EHWZHHQDQG%HIRUHPHHWLQJ-RKQVLQSHUVRQDQGVXEPLWWLQJµ/DWH*DWKHULQJ¶
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to the magazine in the summer of 1931, Cheever sent him a letter of complaint about an 
opinion piece he ran in the October-December 1930 issue of Pagany concerning the 
demise of transition, an experimental literary review based in Paris that had folded a few 
months earlier.36 &KHHYHU EHJDQ DQG HQGHG KLV OHWWHU ZLWK SUDLVH IRU -RKQV¶ VKRUW VWRU\
µ6ROVWLFH¶ZKLFKDOVRDSSHDUHGLQWKH2FWREHU-December issue of Pagany. But the crux of 
WKHOHWWHUZDVDFKDUJHRIK\SRFULV\DJDLQVW-RKQVµZKHQDSXEOLFDWLRQOLNHSDJDQ\>sic] 
prints an article on the publication that was transition giving it an all around hell for its 
HQRUPRXV VWUHQJWK DQG LQFRQJUXLW\ >«@ WKHUH LV VRPHWKLQJ IXQQ\¶ UHPDUNHG &KHHYHU.37 
This letter is important because it shows that Cheever was an informed reader of little 
magazines who was taking an interest both in their editorial policy and their content from 
late 1930. More importantly, it is evidence that Cheever was considering writing short 
stories for little magazines instead of large-circulation publications.  
Nowhere is this more apparent than in the way in which Cheever bookended his brief 
FRPSODLQW ZLWK WZR SLHFHV RI SUDLVH IRU µ6ROVWLFH¶ LQ KLV OHtter to Johns. A few months 
earlier, in the spring of 1930, Joseph Vogel, an established worker-writer who was editor 
of prose at Blues (he resigned when Ford changed the capital letters in a James T. Farrell 
story to lowercase ones) and publishing work in The Anvil and other little magazines 
including Pagany on a regular basis during this period, criticised what he perceived to be a 
similar instance of editorial hypocrisy on the part of Johns far more vehemently after he 
UHMHFWHG 9RJHO¶V µ3HDFH &RQIHUHQFH¶, a satire of Depression-era American society. 
1RWZLWKVWDQGLQJ KDYLQJ KLV ILFWLRQ IUDJPHQW µ6HFWLRQ 9,,, )URP D :RUN LQ 3URJUHVV¶
appear in the debut issue of Pagany9RJHOZDVLUULWDWHGE\-RKQV¶DYHUVLRQWRWKHIRUPDOO\
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DQG VW\OLVWLFDOO\ LQYHQWLYH µ3HDFH &RQIHUHQFH¶ DQ LQWHUPLWWHQWO\ DEVXUG DQG SURIRXQG
conversation between a scientist, a lunatic, a religionist, a manufacturer, a capitalist, a 
poet, a politician, a labourer, a philosopher, a psychoanalyst, an engineer, a dancer, a social 
worker, a philosopher, and a group of spectators, structured by Vogel like a one-act play. 
In a letter to Johns dated April 29 1930, Vogel wrote:  
<RXUPDQLIHVWRLQ3DJDQ\1RZDVH[FHOOHQW«OLNHPRVWRWKHUPDQLIHVWRV
%XW\RXZLOOILQG>«@WKDW3DJDQ\ZLOOQRWDFKLHYHr [sic] its worthy goal of 
SUHVHQWLQJDFURVVVHFWLRQRI$PHU/LWHUDWXUH1RPDJD]LQHFDQ«DVORQJ
DVLWKDVWREHHGLWHGE\RQHPDQRIDJURXSZLWKVLPLODULGHDOV>«@ 
µ3HDFH &RQIHUHQFH¶---regardless of its merit---satirised modern poets as 
well as politiFLDQV3HUKDSVWKDW LVZKDW\RXGRQ¶W WDNHWRWKHSLHFH0RUH
OLNHO\ WKDW LV ZK\ LW GRHVQ¶W ILW LQ 3DJDQ\ ZKLFK SXEOLVKHV D QXPEHU RI
artists who lend themselves to satire.38  
µ3HDFH &RQIHUHQFH 6SDVP 2QH 1LQH 7KUHH 2QH¶, as Vogel retitled the submission, was 
eventually published a year later in the debut issue of The Left. In contrast to the critically 
astute and more aesthetically assured Vogel, Cheever appears to have been concerned 
about offending Johns in his letter. This is most likely because Cheever, a young, non-
professional writer with just one published story to his name in the winter of 1930, was 
wary of undermining his chances of selling a story to Pagany. The tact Cheever deploys in 
his letter of complaint to Johns can therefore be understood as an early example of literary 
professionalism on his part.  
Johns did not reply to Cheever in 1930. He later informed Stephen A. Halpert that 
while he welcomed critical comment and assessment of the material he published in 
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Pagany, he refused to give editorial approval to one opinion above another, lest he 
compromise his open editorial policy.39 (A caveat to this is that Johns did correspond with 
Vogel following his complaint, however). Johns conceived Pagany in 1929 as a forum for 
µWKHEHVWDQGPRVWH[FLWing American writing being done, primarily from the experience of 
$PHULFDQZULWHUV¶DQGUHJDUGOHVVRIWKHLUDIILOLDWLRQZLWKFRQVWULFWLYHOLWHUDU\FDPSV.40 The 
magazine typically featured a mixture of poetry, fiction, and critical writing by published 
novelists and poets, editors of other little magazines, and, later on in the life of the 
publication, upcoming young writers. The fiction and poetry Johns selected for publication 
ranged in style from realist and proletarian to self-consciously experimental. For example, 
Pagany¶V GHEXW LVVXH Zhich was published on 1 January 1930, featured poems by 
Gertrude Stein, Kenneth Rexroth, Forrest Anderson, Norman Macleod, Charles Henri 
Ford, and Louis Zukofsky; a diverse range of fiction by Mary Butts, Erskine Caldwell, 
(GZLQ 6HDYHU 0DUJHU\ /DWLPHU DQG 9RJHO DQG D SLHFH RI FULWLFDO ZULWLQJ RQ 6WHLQ¶V
development as an artist by William Carlos Williams, a supporter and frequent contributor 
to the magazine who UHIXVHGWRDFFHSWDQ\µRIILFLDOHGLWRULDOVWDWXV¶.41   
Given his readerly appreciation for Pagany LW LVSODXVLEOHWKDW&KHHYHUZURWHµ)DOO
5LYHU¶ ZLWK SXEOLFDWLRQ LQ -RKQV¶ OLWHUDU\ TXDUWHUO\ LQ PLQG 7KHUH DUH D QXPEHU RI
circumstantial reasons that support this claim. First, Cheever began working on the story 
WRZDUGVWKHHQGRIVXPPHUWKHSHULRGGXULQJZKLFKKHPHW-RKQVLQSHUVRQ$Vµ)DOO
5LYHU¶ UDQ WR MXVW RYHU RQH WKRXVDQG ILYH KXQGUHG ZRUGV &KHHYHU SUREDEO\ ILQLVKHG LW
within a couple of weekVRIUHWXUQLQJIURPWKHFLW\6HFRQGWKHµ1RWHVRQ&RQWULEXWRUV¶
VHFWLRQ RI WKH µ6XPPHU DQG $XWXPQ ¶ LVVXH RI The Left LQ ZKLFK µ)DOO 5LYHU¶
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appeared states that Cheever had previously contributed a story to Pagany.42  This is 
interesting because the second issue of The Left, which was delayed by financial problems 
arising from difficulties in collections from bookstores and newsstands and a low rate of 
subscription following its launch, includes an advertisement for the July-September 1931 
issue of Pagany, not the October-December 1931 issue of the magazine in which Johns ran 
&KHHYHU¶VVWRU\µ/DWH*DWKHULQJ¶.43 This discrepancy suggests that the editors of The Left 
NQHZDERXW&KHHYHU¶VLPSHQGLQJSXEOLFDWLRQLQPagany prior to completing their work on 
the second issue. Third, Cheever was not in the habit of submitting his work to magazines 
during the 1930s without meeting their editorial staff beforehand. He met Cowley before 
VXEPLWWLQJµ([SHOOHG¶WRThe New Republic in 1930 and he only submitted two stories to 
The New Yorker in 1935 DIWHU &RZOH\ LQWURGXFHG KLP WR WKH PDJD]LQH¶V WKHQ KHDG RI
fiction, Katharine S. White, at a party. Cheever conducted himself similarly with regard to 
Johns and Pagany in 1931. Having corresponded with Johns in the winter of 1930 and 
socialised with him as an acquaintance in the summer of 1931, Cheever acquired enough 
FRQILGHQFHWRVXEPLWµ/DWH*DWKHULQJ¶WRPagany.  
The Left typically featured work by writers who were editors of and/or regular 
contributors to other little magazines. In contrast to these individuals, which included 
Macleod, Zukofsky, Gregory, and Seaver to name a few, Cheever was only just beginning 
to orient himself within the different types of intellectual circles that were producing little 
magazines in the early 1930s. Because Cheever had no personal or professional 
relationships with the editorial staff at The Left, then, it is unlikely that he would have 
VXEPLWWHGµ)DOO5LYHU¶WRWKHPDJD]LQHDVDQunsolicited manuscript.   
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Befriending the editor of Pagany was one way in which Cheever potentially 
addressed this disadvantage. The extent to which Johns assisted Cheever outside of 
SXEOLVKLQJ µ/DWH*DWKHULQJ¶ LQPagany cannot be accurately determined due to a lack of 
surviving archival material. Nevertheless, it is clear that Johns was in a unique position to 
LQWURGXFH &KHHYHU¶V ZRUN WR WKH HGLWRUV RI The Left in 1931. The insularity of the little 
magazine community was such that writer-editors were not only dependent on each other 
for free exchange advertising, but also on the solicitation of new material from their 
respective literary stables during the Depression. Johns ran advertisements for The Left in 
Pagany; he also received the support of Ford, editor of the experimental little magazine 
Blues, while planning the first issue of Pagany in 1929. Ford encouraged some of the 
regular contributors to Blues, including Rexroth, Anderson, Macleod, and Caldwell, to get 
in touch with Johns about appearing in Pagany )RUG¶V LQWHUYHQWLRQ UHVXOWHG LQ WKH
development of a reciprocal working relationship between Johns and Macleod that endured 
throughout the first half of the 1930s. As well as contributing poems and stories to The 
Morada, a little magazine Macleod edited, Johns also published poems by Macleod in 
every issue of Pagany between January 1930 and October 1931. This connection expanded 
to include The Left in the spring of 1931 when Macleod became a contributing editor at the 
magazine. During the planning of the second issue in the summer of 1931, Macleod also 
iQWURGXFHG -RKQV WR -RKQ :HVOH\ µ-DFN¶ Conroy, another influential proletarian writer-
editor and contributing editor at The Left, at a Sunday picnic for workers in the Bronx.44  
µ)DOO5LYHU¶ZDVWKHresult of a similar engagement with the working class on the part 
of Cheever. The story would not have been out of place in Pagany in 1931 because Johns 
published a small selection of proletarian material in which leftist writers examined the 
psychological and social impact of the Depression on different strata of American society 
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WKURXJKRXWWKHOLIHVSDQRIWKHPDJD]LQH1RWDEOHDPRQJVWWKHVHDUHµ7KH%RVV¶DFKDSWHU
IURP 6HDYHU¶V ERRN The Company (1930), a polemic against American office culture, 
which appeared in the debut issue of PaganyDQG9RJHO¶VVKRUWVWRU\µ&RXQWHUIHLW¶ZKLFK
Johns ran in the July-September 1931 issue of the magazine.45  Seaver describes the 
behaviour, personality, and character of a corporate vice-president from the resentful 
perspHFWLYHRIDJURXSRIRIILFHFOHUNVXQGHUKLVHPSOR\ LQ µ7KH%RVV¶ ,Q WKHSDUDQRLDF
µ&RXQWHUIHLW¶ meanwhile, Vogel considers the prevalence and problem of counterfeit 
money in the United States during the Depression, narrating the story of a working man in 
possession of counterfeit money who falls under suspicion when he tries to pay for a 
sandwich worth twenty cents with a ten dollar bank note in a busy New York cafeteria. 
'HVSLWHWKHFRQWHPSRUDQHLW\RIWKHLUVXEMHFWPDWWHUWKRXJKµ7KH%RVV¶DQGµ&RXQWHUIHLW¶
were but a small part of a larger miscellany of experimental American writing in the issues 
of Pagany in which they appeared. Johns refused to think in terms of right or left, realist or 
modernist, when planning the contents of each issue. He was also aware that the diversity 
and opportunity of the little magazine marketplace in the early 1930s left him under no 
obligation to support regular contributors such as Seaver, Vogel, Macleod, and Zukofsky, 
all of whom were proactively selling their more identifiably proletarian short stories and 
poems to The Left in 1931.  
The Left was founded by a group of young, communist, middle-class writers²
George Redfield, Jay Du Von, Marvin Klein, Robert C. Lorenz, and Willis K. Jordan²in 
Davenport, Iowa in 1930. The editors of The Left followed the example of the New Masses 
by publishing a combination of literature, poetry, and criticism by proletarian and 
bourgeois writers. Unlike the New Masses, however, The Left straddled the ideological and 
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aesthetic division between the two types of little magazine being produced in the United 
States from the late 1920s onwards: the radical modernist magazines like Pagany that 
proliferated during the early years of the Depression and the proletarian magazines like 
The Anvil, Left Front, Hub, and The Dubuque Dial. These publications aligned their 
editorial perspective with the social, economic, and political realities of the Midwest, the 
region in which they were produced.46 Alan Filreis notes that, in addition to using stills 
from Soviet films for covers and running a section dedicated to experimental Soviet 
cinema in the magazine, the editors of The Left also refused to distinguish between 
modernism and left-wing prose and poetry.47 The Left identified strongly with proletarian 
and revolutionary writers, and much of the content it published was constellated around 
the experience of the working-class in the United States. Its manifesto implored 
SURVSHFWLYHFRQWULEXWRUVWRH[SHULPHQWZLWKµQHZIRUPVDQGWHFKQLTXHV>«@WRH[SUHVVWKH
IUHVK VXEVWDQFH WKH IDVWHU WHPSR DQG UK\WKPV RI WKH QHZ ZRUOG RUGHU¶.48 The aesthetic 
openness of The Left attracted many of the writers who appeared in Pagany to its pages, 
including the aforementioned Macleod, Vogel, Zukofsky, and Seaver; Sherry Mangan, a 
writer-editor who put Johns into contact with American writers living in England and Paris 
such as Stein and Robert McAlmon; and Horace Gregory, Solon R. Barber, and Albert 
Halper as well.  
On a per-issue basis, The Left printed more proletarian material than Pagany. The 
Left devoted a third of the pages in its first issue and three-quarters of the pages in its 
second issue to proletarian fiction and poetry.49 The increase in proletarian writing between 
issues was most likely due to the involvement of Conroy, a worker-writer who edited a 
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number of proletarian little magazines including The Anvil and The Rebel Poet, as a 
contributing editor. Wixson argues that Conroy was unlike the founding editors of The Left 
because he believed a new radical consciousness would develop amongst workers and 
LQWHOOHFWXDOV IURP µWKH JURXQG XS¶ UDWKHU WKDQ WKURXJK WKH GLVVHPLQDWLRQ RI µWRS-down 
LGHRORJLFDOYLHZV¶.50 The notion taking VKDSHLQ&RQUR\¶VPLQGLQWKHHDUO\VZDVRID
µSRO\FHQWULF QRQ-KLHUDUFKLFDO DQG SURJUHVVLYH¶ FXOWXUDO UHYROXWLRQ WKDW ZRXOG SURGXFH
literature for a broad audience of blue- and white-collar workers alike.51  
&RQUR\¶V LGHRORJLFDO VWDQFH LV UHIOHFWHG Ln the dynamic between the fictional and 
non-fictional content of the second issue of The Left. In addition to featuring twenty-two 
pieces of proletarian prose and poetry across thirty two pages, the first issue of The Left 
included two sizable sections of UHYROXWLRQDU\FULWLFLVPDQGILOPWKHRU\WLWOHGµ$&ULWLFDO
'HSDUWPHQW¶ ZKLFK UDQ WR WKLUW\-QLQHSDJHVDQG µ$&LQHPD'HSDUWPHQW¶ ZKLFK UDQ WR
fourteen pages), respectively. In comparison, the second issue featured sixteen works of 
proletarian prose and poetry across roughly seventy of its pages. The critical and cinema 
departments were cut from this issue altogether. This left four non-fiction pieces (one of 
reportage and three of criticism), eleven pages of film and book reviews, and four pages of 
correspondence.52 Most of the drama, short stories, and poems that appeared in the second 
issue of The Left chronicled contemporary American working-class experience in offices, 
factories, textile mills, cotton fields, and mines in a manner that was more consistent with 
&RQUR\¶VYLVLRQIRUUHYROXWLRQDU\ZULWLQJFHQWUHGRQZRUNHUV.53  
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&RQVHTXHQWO\µ)DOO5LYHU¶a part journalistic, part literary account of Depression-era 
life for unemployed mill workers in a bankrupt New England textile city, was situated 
DPLGVW DQ DUUD\ RI SUROHWDULDQ ZULWLQJ LQFOXGLQJ µ7LPHFORFN¶ E\ +HUPDQ 6SHFWRU D
derisive poem that compared blue- and white-FROODUODERXULQWKH8QLWHG6WDWHVµ)RRG¶E\
5REHUW &UXGHQ D EOHDN VNHWFK DERXW KXQJHU LQ WKH FLW\ GXULQJ WKH 'HSUHVVLRQ µ3LFNHW
/LQH¶DVKRUWVWRU\E\&RQUR\DERXWDUDLOURDGVWULNHLQWKHVµ/RRNLQJIRUD-RE¶D
short story by Halper about the interviewing of applicants for the position of shipping clerk 
at a downtown office that is told partly from the perspective of an African-American lift 
RSHUDWRUµ'HVLJQLQ&RWWRQ)DEULF¶DIDWDOLVWLFSRHPE\0DFOHRGDERXW WKHOLIH-cycle of 
Southern American mill workers, a group who were exploited more heavily by their 
HPSOR\HUV WKDQZHUH WKHLU1RUWKHUQ FRXQWHUSDUWV DQG µ(SLVRGHV7UDFHG LQ ,URQ2UH¶ DQ
evocative and sympathetic short story by Joseph Kalar about the conditions of life and 
work for Kentuckian miners. The editors of The Left VHTXHQFHGµ)DOO5LYHU¶EHWZHHQWKH
WKHPDWLFDOO\ VLPLODU µ'HVLJQ LQ&RWWRQ)DEULF¶ DQG µ(SLVRGHV7UDFHG LQ ,URQ2UH¶ LQ WKH
magazine, pieces that also depict the experiences of a regionally specific group of 
American workers. There was no organisation of stories and poems along aesthetic and 
thematic lines elsewhere in the second issue of The Left, however. This material appears 
instead to have been sequenced according to the space available rather than their 
interrelationship with each other. The Left appears to have belatedly followed the example 
of the more idiosyncratic Pagany in this respect. 
 
µ)DOO5LYHU¶ 
                                                                                                                                                                               
revolutionary art by Leon Dernen; and µ7KH ,QWHOOHFWXDO&LQHPD¶D WUDQVODWLRQRIDSLHFH about the social 
effectiveness by the Russian filmmaker Sergei M. Eisenstein.  
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Cheever rarely searched beyond his immediate environment²rural and urban New 
England in the 1930s; the city of New York in the 1940s; the suburbs of New York in the 
1950s and 1960s²for material to write about during his career. Despite being instructed to 
write about the working FODVVE\ DQDFTXDLQWDQFH µ)DOO5LYHU¶ZDVQRH[FHSWLRQ WR WKLV
rule,WLVOLNHO\WKDW&KHHYHUXVHG1HZ(QJODQG¶VFRWWRQ-textile industry as the subject of 
his proletarian story for personal reasons. Cheever had familial ties to shoe and cotton-
textile production, two of the most dominant industries in New England during the late 
nineteenth and early twentieth century. His father, Frederick Lincoln Cheever, worked as a 
commercial traveller for a New England boot and shoe manufacturer until the mid-1920s. 
Several years later, in the spring of 1931, his brother Fred got a job in the advertising 
department of the Pepperell Manufacturing Company, a large textile manufacturer 
established near Saco, Maine in 1850 that produced sheets. Cheever based his short story 
µ7KH$XWRELRJUDSK\RID'UXPPHU¶The New Republic, 23 October 1935) oQKLVIDWKHU¶V
experiences of selling shoes throughout the United States during the early 1900s. Although 
µ)DOO 5LYHU¶ LV QRW HTXLYDOHQW WR µ7KH $XWRELRJUDSK\ RI D 'UXPPHU¶ LQ WHUPV RI LWV
biographical approach to narrative, it is conceivable that Fred¶VHPSOR\PHQWDW3HSSHUHOO
inspired Cheever to use the cotton-textile industry as the subject of the story.   
Cheever set the story in Fall River partly because he lived nearby and partly because, 
in 1931, Fall River was in a worse fiscal condition than other textile cities in the region. In 
1931, Cheever lived forty-five miles north of Fall River with his parents in Wollaston, a 
neighbourhood in the city of Quincy. Quincy was nineteen miles southwest and thirty-
seven miles southeast of Lynn and Lawrence, two other important centres of textile 
production in New England that were wrestling with shifts in their fortunes in the 
Depression-struck early 1930s. Cheever chose instead to hitchhike south to Fall River 
EHFDXVHRIWKHFLW\¶VUHFHQWILQDQFLDOO\IUDXJKW history. Mills began closing in Fall River 
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IURP  RQZDUGV IROORZLQJ WKH IDLOXUH RI WKH FLW\¶V FRUSRUDWLRQV WR DGHTXDWHO\
modernise their mills (as their Southern competitors were doing), diversify their product 
line to include imported fabrics such as silk and rayon rather than cotton print cloth, and 
curtail the repeated reductions in the wages of mill operatives. In 1920, Fall River had one 
KXQGUHGDQGHOHYHQPLOOV WKDW FRQWDLQHGQHDUO\ RQHHLJKWKRI WKHQDWLRQ¶V VSLQGODJHDQG
employed thirty thousand workers; by 1930, more than half of these mills were closed.54 
The remaining mills operated just two or three days a week. Part-time hours and 
substandard wages forced fourteen thousand people to leave the city between 1925 and 
1930, nearly eleven per cent of its population.55 The situation worsened in February 1928 
ZKHQDILUHEURNHRXWLQ)DOO5LYHU¶VEXVLQHVVGLVWULFWGHVWUR\LQJWZHQW\-five buildings and 
damaging over a hundred stores and restaurants. The Fall River Board of Assessors 
estimated the value of the buildings destroyed in the fire at $10,000,000 ($138,361,988.30 
in 2015) and the value of personal property loss at $2,200,000 ($30,439,637.43 in 2015).56 
In January 1931, Fall River declared bankruptcy and filed a bill that granted the state of 
MasVDFKXVHWWVµGUDVWLFDXWKRULW\LQWKHFLW\¶VILQDQFLDODIIDLUV¶IRUWHQ\HDUVLQDQHIIRUWWR
restore its credit, which had suffered as a result of the ailing textile industry and 
devastating fire causing a falling-off in taxable valuations.57  As a native to the area, 
Cheever would have read newspaper reports about the problems affecting Fall River in 
1931. The city doubtless appealed to Cheever as a compelling subject for a story about the 
American working class.  
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Laura Hapke argues that most American proletarian and working-class writers 
IRFXVHGRQµWKHFRQVFLRXVQHVVRIWKHVRORKHURKRZHYHUH[WHQVLYHKLV WUDYHOVDPRQJWKH
FRXUDJHRXVV\QGLFDOLVWVRU WKHSROLWLFDOO\XQDZDUH¶GXULQJ WKHVGHVSLWH WKHFDOOVRI
Marxist critLFVIRUµFROOHFWLYH¶ short stories and novels in which the whole of the working 
class was a protagonist rather than an individual character.58  But tracing the thematic 
movement of a mill worker from an uninformed outsider to an optimistic striker²the 
traditional movement of the strike story, as well as other forms of proletarian and working-
class writing²was problematical for Cheever given the socio-economic conditions of Fall 
River in 1931.59 0RUH WKDQ KDOI RI WKH FLW\¶V PLOOV ZHUH HLWKHU FORVHG RU RSHUDWLQJ at 
reduced capacity. Mill workers were isolated, struggling to make ends meet, and working 
only two or three days a week. Fall River unionism was undermined by interethnic conflict 
between the American, British, French Canadian, and Portuguese textile operatives. It was 
also isolated from other New England operatives by its localism. At the same time, even if 
Cheever had travelled to Fall River with the intention of writing a non-fiction narrative 
about its mill closures and unemployment, as his earlier experimentation with journalistic 
reporting and meetings with Arvin suggest he did, he still faced what Melvin P. Levy, a 
reviewer for The New RepublicLGHQWLILHGLQDVWKHµGLIILFXOW\RI>ZULWLQJ@LQWHUPVRI
the mass, of whole classes of people caught up in the [economic] circumstances of their 
WLPH¶.60  
µ)DOO 5LYHU¶ D VHULHV RI LQWHUUHODWHG REVHUYDWLRQDO VNHWFKHV DQG GHVFULSWLRQV
emphasising different foci of daily life in the city in 1931, neither reconciles nor evades 
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this difficulty. Key passages of the story describe unemotionally individual mill workers 
struggling to adapt to adjusted wage scales and unemployment. Another evokes the 
excitement and uncertainty of life on a picket line for a collective of mill workers in the 
east end of Fall River. 7KHSHQXOWLPDWHSDUDJUDSKRIµ)DOO5LYHU¶PHDQZKLOHGHIHQGVWKH
mill-owning portion of the Boston plutocracy against charges of injustice by implying that 
the textile crisis of the 1920s, which was primarily the result of overcapacity in a market 
that wDVQRORQJHUH[SDQGLQJDQGWKH*UHDW&UDVKRIZHUHµHQRUPRXVFRQGLWLRQVWKDW
KDG EHHQ WKUXVW LQWR WKHLU KDQGV¶ ZLWKRXW ZDUQLQJ  :KDW LV FOHDU LV WKDW DOWKRXJK
Cheever makes workers visible in the story, he does not privilege their perspective over 
others as left-wing writers such as Conroy, Kalar, Vogel, Caldwell, and Halper did in their 
proletarian and working-class fiction. If anything, by characterising individual workers in 
terms of their physical inaction and psychological frailty, as well as conveying the 
XQFHUWDLQW\ RI FROOHFWLYH DFWLRQ LQ µ)DOO 5LYHU¶ &KHHYHU VXEYHUWV WKH LFRQRJUDSK\ DQG
discourse of the left during the early years of the Depression, which associated socialist 
transformation with heroic masculinity rather than situational pragmatism.61  
Moreover, whereas many leftist writers would have focused the main action of their 
short story or novel on the experience of the working class, whether examining the 
collective physical and psychological risk that striking posed to workers as Conroy does in 
µ3LFNHW/LQH¶RUDOWHULQJWKHIDFWVRIDVWULNHWRPDNHWKHLUZRUNHU-characters more 
archetypally heroic as Clara Weatherwax did in her proletarian novel Marching! 
Marching! (1935), the narrative Cheever threads through the sketches and descriptions that 
PDNHXSµ)DOO5LYHU¶LVDXWRELRJUDSKLFDO7KLVLVWRVD\WKDWWKHPRYHPHQWRIWKHQDUUDWLYH
involves a pair of young writers chronicling worker disillusionment in Fall River for only a 
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few months before returning to the comforts of middle-class life, which is what Cheever 
KLPVHOIGLGDIWHUFRPSLOLQJHQRXJKPDWHULDOWRZULWHµ)DOO5LYHU¶3DURG\LQJE\LQYHUVLRQ
the dramatic and thematic movement of a strike story is one way in which Cheever 
expresses his ambivalence towards writing about the working class in complete accordance 
with communist political doctrine and socialist ideals.  
Another is his use of the first-person plural point of view to tell the story. µ)DOl 
5LYHU¶ LVQDUUDWHGE\RQHRI WKHYLVLWLQJZULWHUVDQXQQDPHGVXUURJDWHIRU&KHHYHU7KH
collective voice enforces and reinforces the social division between the writers and the 
working-class inhabitants of the city. The narrator refers to himself and his acquaintance as 
µZH¶DQGWKHFROOHFWLYHXQHPSOR\HGYDULRXVO\DVµSHRSOH¶µWKHSHRSOH¶RUPHWRQ\PLFDOO\
µWKHWRZQ¶WKURXJKRXWWKHVWRU\+HDOVRGHVFULEHVOLIHLQWKHERDUGLQJKRXVHWKURXJK
DSDUDQRLGOHQVWKDWUHYHDOVWKHZULWHUV¶PLVWUXVWRI their working-class subjects: 
We had sent our books away in big boxes a month ago. These were things 
we did not want to do but even in this building of steep brick the people 
were not the same. The landlady would have taken our books and 
typewriter and sold them. Cigarettes were not safe if you left them on the 
table for a minute. (3)  
By using the collective voice in this way, Cheever implicates the reader in the middle-class 
ZULWHUV¶DOLHQDWLRQIURPDQGZDULQHVVRIWKHPLOOZRUNHUV,QVRGRLQJ&KHHYHUdisplays an 
awareness of one of the ideological dilemmas at the heart of American literary radicalism 
in the 1930s: the problematic relation between bourgeois cultural authority and working-
class cultural production.62 /DZUHQFH+DQOH\REVHUYHVWKDWµ>DW@D FHUWDLQSRLQW>«@WH[WV
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WKDW ³VSHDN´ for and about subaltern constituencies²working-class, African American, 
queer²RIWHQHQGXS³VSHDNLQJWR´DQGFODLPLQJUHFRJQLWLRQIURPKHJHPRQLFDXGLHQFHV
DQGLQVWLWXWLRQV¶.63 This is arguably true of much of the proletarian material that appeared 
in radical little magazines in the late 1920s and early 1930s. Despite its political affiliation 
with communism, The Left sourced the majority of its contributors from the same literary 
talent pool of left-wing or Party-affiliated middle-class writers as did Pagany and other 
avant-garde or apolitical periodicals. The readership of The Left and other little magazines 
was similarly middle class. With the exceptions of material by worker-writers like Conroy 
and Kalar and worker-correspondents like H. H. Lewis and Ed Falkowski, The Left relied 
for the most part on politicised middle-class authors writing about working-class 
experience. Cheever acknowledges this culturally and ideologically ambiguous situation in 
µ)DOO5LYHU¶E\GUDZLQJ WKHDWWHQWLRQRI WKH UHDGHU WR WKH DUWLILFHRIKLV VWRU\7KH ILUVW-
person plural point of view allows Cheever to self-reflexively write himself into the 
QDUUDWLYHRIµ)DOO5LYHU¶DQGXQGHUPLQHWKHSUHVHQWDWLRQRIsome of the essential details of 
effective proletarian fiction, which Conroy insisted were µD FUHGLEOH SLFWXUH RI WKH
industrial worker, his day-by-day activities, his speech, and his primar\FRQFHUQV¶.64   
The narrator confines his observations of mill workers to three passages in the story. 
Two of these passages are capsule anecdotes set in the boarding house. The third is an 
impressionistic description of striking workers occupying a picket line in the east of the 
city. In the capsule anecdotes, Cheever depicts the negative psychological impact of 
financial hardship on mill workers, in the form of reduced working hours in the first and 
unemployment in the second, as a movement towards social isolation. The first capsule 
anecdote runs to nine lines and describes a disagreement between a landlady who, the 
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QDUUDWRUDOOHJHVPDGHµWKHVLOHQFH>RIWKHERDUGLQJKRXVH@PLVHUDEOHZLWKKHUFRPSODLQWV¶
(2), and an employed tenant who cannot afford to pay his rent: 
There was a man on the third floor who had a job and who earned ten dollars a 
week. In the evenings we would see him sitting on the edge of his bed looking 
slowly about the empty room. The landlady would weep when she saw him 
and tell him that she must eat and that he must pay his rent. That he would 
KDYHWRSD\KLVUHQW7KHPDQ¶VIDFHZDVVTXDUHDQGKLVKDLUZDVVWUDLJKWOLNH
plain wood. You will have to pay the rent, the landlady shouted on the small 
landing outside of his door. He looked at her and closed the door gently. I will 
pay you the rent next week. His mind was confused with the impossibility of 
his debt. With the broken face of the landlady shouting for her rent. (2-3) 
The narrator describes this incident objectively for the most part, reporting only what he 
witnessed and overheard in the boarding house. His characterisation of the landlady is 
unsympathetic, however. In addition to criticising her for making the boarding house 
µPLVHUDEOHZLWKKHUFRPSODLQWV¶WKHQDUUDWRUXVHVWKHHPRWLYHYHUEVµZHHS¶DQGµVKRXWLQJ¶
to characterise her behaviour as hysterical and alienating, particularly in terms of how her 
remonstrating forces the impoverished tenant to behave evasively in the boarding house. 
The narrator characterises the worker more sympathetically than he does the landlady by 
SRUWUD\LQJKLPDVDKHOSOHVVYLFWLP7KHZRUNHULVµFRQIXVHGZLWKWKHLPSRVVLELOLW\RIKLV
GHEW¶ DQG KLV PRYHPHQWV ZKLFK DUH GHVFULEHG LQ DGYHUELDOO\ GHOLEHUDWH DQG SRQGHURXV
ZD\VKHORRNVµVORZO\¶KHVKXWV KLVGRRUµJHQWO\¶), reinforce this idea. The narrator also 
GHVFULEHVWKHZRUNHUKDYLQJDµVTXDUH¶IDFHDQGKDLUµVWUDLJKWOLNHSODLQZRRG¶&KHHYHU¶V
intention with this image is not immediately clear but it generates a number of sympathetic 
associations. The simile of plain wood supports the characterisation of the tenant as a loner 
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by likening him to raw material or an off-cut of wood remaining after the main pieces have 
EHHQFXW7KLV LVDQDORJRXV WR WKH WHQDQW¶VHPSOR\PHQWVLWXDWLRQKHKDV UHWDLQHGKLs job 
but has had his wages, his hours, or both reduced. Plain wood is also impressionless, a 
detail that corresponds with the passivity of the tenant during the argument. Finally, the 
SK\VLFDO FRQWUDVW EHWZHHQ WKH WHQDQW¶V VTXDUHZRRGHQKHDG DQG WKH µEURNHQ IDFH¶RI WKH
landlady also suggests their physical resemblance to a pair of puppets that, although still 
attached to the strings of the textile industry, have been discarded by their capitalist 
puppeteers, the mill owners. The point Cheever is making in this scene is that neither 
character is fully responsible for their behaviour in the boarding house. The tenant is 
paralysed by his debt and the landlady is motivated by hers to harass him, and other 
tenants, for rent. They are ultimately both victims of the socio-economic conditions in Fall 
River.   
The second of these capsule anecdotes runs to eighteen lines in length and recounts 
the story of a similarly embattled tenant in the boarding house: an elderly unemployed mill 
worker who, after spenGLQJWZRPRQWKVµJRLQJDFURVVWKHULYHUWRWKHFLW\ORRNLQJIRUZRUN
>«@DQGFRPLQJEDFNDFURVVWKHJUHDWULYHUDWQLJKWWDONLQJWRWKHPHQZKRGLGZRUN¶IDOOV
RYHUDQGKXUWVKLVOHJ:KHQKLVOHJKHDOVKHORVHVµKLVGHVLUHWRZDON¶DQGRQO\OHDYHV
his room to buy food. The narrator adopts a more omniscient and objective perspective in 
this capsule anecdote. Consequently, the narrator intrudes occasionally into the narration. 
These intrusions typically take the form of evaluative commentary concerning the 
HPRWLRQDOUHVSRQVHRIWKHROGPDQWRKLVXQHPSOR\PHQWDQGVXEVHTXHQWLQMXU\µ$WILUVWKH
FRXOGQRWVWDQGWKHOHLVXUH¶µ:KHQKLVOHJZDVEHWWHUKHKDGORVWDOOKLVGHVLUHWRZDON¶
(4); µYou could see that when the wheels began to turn and the long bands quivered with 
WKH VKDUS PRWLRQ KH ZRXOG QRW JR EDFN¶  2YHUDOO KRZHYHU WKH QDUUDWRU PDLQWDLQV
distance from the events of this capsule anecdote. He achieves this by using emotionally 
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QHXWUDODGMHFWLYHVµJUHDW¶µORQJ¶µVKDUS¶YHUEVµJRLQJ¶µORRNLQJ¶µWDONLQJ¶DQGQRXQV
µULYHU¶µFLW\¶µURRP¶LQVHQWHQFHVWKDWDUHIRFXVHGRQGLVSHQVLQJREMHFWLYHLQIRUPDWLRQ
DERXWWKHROGPDQ¶VSHUVRQDOFLUFXPVWDQFHVDQGGDLO\URXWLQHLQ)DOO5LYHU 
On the one hand, the confinement of these tenants to their rooms at the end of each 
QDUUDWLYHLVHPEOHPDWLFRI&KHHYHU¶VUHOXFWDQFHWRIRUHJURXQGZRUNLQJ-class experience in 
µ)DOO5LYHU¶2QWKHRWKHUKDQGWKHLUQDUUDWLYHVDUHSDUWRIDYDFLOODWLRQEHWZHHQLQGLYLGXDO
and collective working-class experience in the story. In the third passage about workers, 
the passivity of the disillusioned tenants in the boarding house yields, briefly, to labour 
activism as Cheever transports the reader to the east end of Fall River where a gathering of 
workers is on strike and picketing:  
In the east the workers had complained and the drums and the pickets and 
the sound of their complaint in the fine rain was like thunder beneath the 
hills. The church had stopped it. The church had quieted it but it had not 
stopped the thunder. The workers were still dissatisfied and in the fine rain 
they remembered their complaint and the sound of their drums. There were 
few who could forget the sound of the Internationale and although in the 
east the wheels were moving again they were moving under a stranger 
master. They were waiting for hands that knew them and the ways to 
control their levers. (5)  
Cheever prioritises mood over incident in this passage, combining observational details 
and rhetorical devices to create a vivid atmosphere and draw the reader into the 
HQYLURQPHQW7KHZRUNHUVDUHGHVFULEHGDVVWULNLQJLQDµILQHUDLQ¶DQREVHUYDWLRQDOGHWDLO
that not only enhances the dour mood of the city, but also conveys their commitment to 
SURWHVW 7KH\ DOVR SHUIRUP µ7KH ,QWHUQDWLRQDOH¶ the official anthem of the Communist 
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Party of the Soviet Union. Cheever uses anaphora to establish the atmosphere of the event. 
7KHDQDSKRUDRIWKHILUVWVHQWHQFHµDQGWKHGUXPVDQGWKHSLFNHWVDQGWKHVRXQGRIWKHLU
FRPSODLQW¶YLVXDOO\HPSKDVLVHVWKHUKythm of drums and voices, which, in turn, creates a 
VHQVHRIV\QDHVWKHVLDLQ WKHUHDGHU$WWKHVDPHWLPH WKHVLPLOHFRPSDULQJWKHZRUNHUV¶
FRPSODLQW WR µWKXQGHU EHQHDWK WKH KLOOV¶ XQGHUPLQHV WKHLU GLVSOD\ RI VROLGDULW\ :KDW LV
typically inferred from thunder is not lightning but that there was lightning.65 As such, this 
simile alludes to the deterioration of Fall River unionism, which, prior to the slump in the 
textile industry during the 1920s, combined conciliatory gestures, market-based economic 
demands, and shop-floor militancy to potent effect.66 When Cheever arrived in the city in 
1931, mill workers had been enduring annually declining wages, increased work 
assignments, and mill closures for almost a decade.67 The Fall River Textile Council had 
grown apart from workers and passively accepted one wage reduction after another from 
1925 onwards.68 Impoverished and divided along ethnic and technical lines, many workers 
became situationally pragmatic rather than politically activist during this period. 
Nevertheless, Cheever attributes strength, in numbers and conviction at least, to the 
working-class of Fall River for the first and only time in the story in this passage. Insofar 
as it illustrates the potency of responsible collective action against structures of oppression 
over individual action, the description of the striking workers marks a point of ideological 
LQWHUVHFWLRQ EHWZHHQ µ)DOO 5LYHU¶ DQG WKH ZRUN RI RWKHU PRUH SROLWLFDOO\ FRPPLWWHG
proletarian writers like Conroy.  
Although William F. Hartford maintains that most workers were more concerned 
with economic survival than they were with social justice in the early 1930s, it is plausible 
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that Cheever witnessed striking over low pay or overwork during his stay in Fall River.69 
The narrator notes that the mill is operating again towards the end of the passage under a 
µVWUDQJH PDVWHU¶ DQ REOLTXH UHIHUHQFH WKDW VXJJHVWV D FRPPRQ WDFWLF LQ ODERXU GLVSXWHV
over money and working hours: business owners employing non-union affiliated workers 
to undertake the work of union-affiliated striking textile operatives.70 This being said, the 
kind of large-VFDOH VWULNHDFWLYLW\&KHHYHUGHVFULEHV LQ µ)DOO5LYHU¶ZDV UDUH LIQRWQRQ-
existent in the city by 1931. Newspaper reports published during the period corroborate 
this: after 1928, a year during which there were a number of strikes in Fall River, and 
before 1934, the year of the general textile strike in New Bedford which rekindled labour 
activism in the city, very few large-scale strikes or pickets are recorded in newspaper 
articles about the cotton textile industry in Fall River. Most reports focus instead on the 
closures and re-openings of mills with adjusted wage scales, a condition Cheever alludes 
to in the capsule anecdote about the employed tenant but not in this passage.71 The strike 
&KHHYHU GHVFULEHV LQ µ)DOO 5LYHU¶ PD\ WKHUHIRUH EH LPDJLQHG UDWKHU WKDQ REVHUYHG ,W
functions more as an evocative collage that acknowledges historical record²short-lived 
strikes demanding the restoration of a ten per cent reduction in wages and the 
implementation of a forty-hour five-day week at the Lincoln Mill, the American Printing 
Company, and the Algonquin Print Works during the summer of 1928²and the literary 
presentation of worker solidarity in proletarian fiction.72 
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Irrespective of its veracity, the description of workers striking in the east of the city 
UHIOHFWV WKH H[WHQW WR ZKLFK µ)DOO 5LYHU¶ RULJLQDWHV QRW LQ D VHQVH RI FODVV VWUXJJOH DV
proletarian fiction was typically wont to do, but in an impressionistic sense of place. The 
narrative passages about workers are interspersed with paragraph-length descriptions of the 
FLW\¶V PLOOV KDUERXUV DQG VN\OLQH &KHHYHU LQFRUSRUDWHV UHFXUULQJ SKUDVHV LPDJHV DQG
motifs into these descriptions of the physical environment to evoke, psychologically and 
visually, the monotony of daily life in the economically depressed city for its inhabitants as 
he experienced it. The story opens with a collective description of the interiors of vacant 
and idle cotton mills in the city: 
People had known it for two years but it was obvious in the winter. The mills 
had stopped and the great wheels were still against the ceilings. The looms 
blocked off the floor like discarded machinery in an old opera house. On the 
floors and on the beams and on the brilliant flanks of steel the mist of the web 
was covered with dust like old snow. (1) 
7KLV SDVVDJH UHVHPEOHV UHSRUWDJH LQ WKH VHQVH WKDW LW DSSHDOV WR WKH UHDGHU¶V VHQVHV DQG
possesses a symbolic dimension. Cheever uses the image of an empty stage to emphasise 
the residual effects of abandonment. One of the most striking features of the passage is the 
simile of the opera house in the third sentence, which transforms the inactive mills of Fall 
River into empty stages that are bare not of scenery but of actors and action. Susan 
Koprince argues that many playwrights use the empty stage as a dramatic device at the 
beginning of their plays to call immediate attention to the setting and to allow the audience 
a few moments to examine the dramatic scene and become aware of its symbolic 
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importance.73 7KHVLPLOHRI WKHRSHUDKRXVH FDXVHV WKHFROOHFWLYHSRUWUDLWRI)DOO5LYHU¶V
mills to function in a similar way to an empty stage at the outset of a play, particularly in 
terms of how it shapes the mood and pathos of the story going forward. Cheever repeats 
and alludes to the inaugural image of the empty mill WKURXJKRXW µ)DOO 5LYHU¶ ,QGHHG LW
becomes the defining symbol of socio-economic and psychological stagnation and 
isolation in the story. 
As well as documenting the daily lives of tenants in the boarding house, Cheever 
DOVRXVHVWKHEXLOGLQJZKLFKVLWVRQµDVWHHSKLOO¶RYHUORRNLQJµVDOWPDUVKHVDQGWKHKLJK
JUD\ ULYHU PRYLQJ LQWR WKH VHD¶ DV D YDQWDJH SRLQW IURP ZKLFK WR GHVFULEH WKH SK\VLFDO
DSSHDUDQFHRIWKHFLW\¶VVN\OLQH 
The dark city grew up from the river and all winter the spires of the wooden 
church were held up against the sky like enormous fingers. From our window 
we could see the piles of the hill out of the river and the dirty houses blown 
ZLWKVPRNHDQGEORXV\ZLWKVXQOLJKW>«@7KHIXOl river moved into the ocean. 
The great wheels of machinery were still waiting against the ceiling. The round 
stacks shot out into the sky vacant without the dark plumes of smoke. (2) 
Ostensibly, the description in this passage is more impressionistic than specific. Cheever 
describes the city from the window of his boarding house using visual and tactile textures 
LQDVW\OHWKDWV\QFKURQLVHVUHSRUWDJHDQGDEVWUDFWLRQWKHFLW\LVµGDUN¶DFKXUFK¶VVSLUHV
DUHµOLNHHQRUPRXVILQJHUV¶WKHµGLUW\KRXVHV¶PRVt of which were tenement buildings that 
KRXVHG PLOO ZRUNHUV DUH REVFXUHG E\ µEORZQ¶ VPRNH DQG µEORXV\¶ VXQOLJKW YLVXDO
phenomena that introduce movement into static cityscape. The city is characterised in 
much the same way as the employed tenant is in the story: as a passive object being acted 
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upon by its environment. Cheever returns to this notion via the motifs of seasonal change 
and the river whenever he describes or reflects on the overall condition of the city in the 
story. In a later paragraph, these motifs are first expressed independently of each other: 
µ7KH ZLQWHU KDG FRPH DQG JRQH¶  LV IROORZHG D VHQWHQFH ODWHU E\ µ7KH ULYHU ZDV
UXQQLQJDOZD\VEXW WKHUHZDVQR VPRNHRYHU WKH FLW\¶  7KH\DUHQH[W FRPELQHGDQG
used in conjunction with the LPDJHRIWKHHPSW\PLOOµ7KHULYHUDQGWKHVHDVRQVFDPHDQG
ZHQWEXWWKHPDFKLQHU\ZDVTXLHWDQGZHGLGQRWNQRZZKHQLWZDVJRLQJWRPRYHDJDLQ¶
µ>(PSW\@ERDWVUHVWLQJLQ WKHKDUERUVZDLWLQJIRUDFDUJR¶PRYHQRWXQGHUWKHLURZQ
SRZHUEXWµEDFNDQG IRUWKZLWKWKHFXUUHQWVRIWKHWLGH¶WKHVHDVRQVDOVRSDVVWKHERDWVE\
µ:HKDGVHHQ WKHPLQ WKHVXPPHUDQG LIZHZHQWEDFN LQ WKHVSULQJZHNQHZWKDW WKH\
ZRXOG VWLOO EH WKHUH¶  7KHVH SDWWHUQV RI DEVWUDFWLRQ DQG UHSHDWHG REVHUYDWLRQ VORZ
narration LQµ)DOO5LYHU¶WKXVLQFUHDVLQJWKHGHJUHHRIFRQWHPSODWLRQYHUVXVDFWLRQ0RVW
RIWKHGHVFULSWLRQLQµ)DOO5LYHU¶IHDWXUHVWKHVHSDWWHUQVRUYDULDQWVWKHUHRI 
5HUHDGLQJ WKLV GHVFULSWLRQ RI WKH )DOO 5LYHU VN\OLQH ZLWK NQRZOHGJH RI WKH FLW\¶V
layout in the early 1930s also draws attention to the accuracy with which Cheever employs 
architectural, geographical, and spatial detail in his descriptive prose. It is possible to use 
WKLV GHVFULSWLRQ WR LGHQWLI\ DSSUR[LPDWHO\ WKH ORFDWLRQ RI &KHHYHU¶V ERDUGLQJ Kouse in 
UHODWLRQ WR)DOO5LYHU DVZHOODV D IHZRI WKH FLW\¶VQRWDEOHEXLOGLQJVDQG WRSRJUDSKLFDO
IHDWXUHV )DOO 5LYHU µJUHZ XS¶ IURP WKH 7DXQWRQ 5LYHU WKH ORQJHVW FRDVWDO ULYHU LQ 1HZ
England, because the eastern part of the city was higher in elevation than the western part. 
,I&KHHYHUZDVDEOHWRREVHUYHWKHFLW\ULVLQJSDQRUDPLFDOO\RXWRIWKHµIXOOULYHU¶WKHQKH
was viewing Fall River from a boarding house in Somerset, a town to the west of the city, 
across the Taunton River (see Figure 1). This is corroborated later on in the story when 
&KHHYHU GHVFULEHV WKH ROG XQHPSOR\HG PLOO ZRUNHU µZDONLQJ RYHU WKH FLW\ DOO GD\ DQG
FRPLQJEDFNDFURVVWKHJUHDWULYHUDWQLJKW¶7KHROGPDQDQG&KHHYHUZRXOGKDYH
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travelled back and forth between Somerset and Fall River either via the Bridgeman Street 
Bridge, a four-ODQHZLGHGUDZEULGJHRU WKH6ODGH¶V)HUU\%ULGJHD VPDOOHU VWHHO VZLQJ-
span bridge, in 1931. The church that Cheever describes in this passage is probably the 
Unitarian Society Church. Of the tZR ZRRGHQ FKXUFKHV ORFDWHG QHDU )DOO 5LYHU¶V
waterfront (the other being the First Baptist Church) that were visible to someone from 
across the river, this is the only wooden church that had multiple spires (it had four: see 
)LJXUHV  DQG  $V IRU WKH µURXQG VWDFNV¶ RI FKLPQH\V DWWDFKHG WR PLOOV WKDW &KHHYHU
notes in the final sentence of the passage, there were several mills along the waterfront 
ZLWKFKLPQH\VWDFNVSURWUXGLQJIURPWKHPVHH)LJXUH7KHQDUUDWRU¶VFDUWRJUDSKLFYLHZ
of the city from the window of the boarding house has a documentary aspect and value that 
FRQQHFWVµ)DOO5LYHU¶DHVWKHWLFDOO\DQGWKHPDWLFDOO\WRWKHQRYHO-length project about life in 
New England that he was working on during this period.  
,WLVFOHDUXSRQUHDGLQJµ)DOO5LYHU¶WKDWWKURXJKRXWERWKKLVVWD\LQWKHFLW\DQGKLV
ZULWLQJ RI WKH VWRU\ &KHHYHU H[SHULHQFHG WKH GXDOLVP WKDW )UHHPDQ FODLPHG µSDUDO\]HG
[middle-FODVVZULWHUV@DVERWKPHQDQGDVSRHWV¶DQGSUHFOXGHGVRPHRIWKHPIURPmoving 
politically to the left during the early 1930s. µ$V men¶ H[SODLQV )UHHPDQ middle-class 
writers  
supported the working class in its struggle for a classless society; [but] as 
poets, they retained the umbilical cord which bound them to bourgeois 
culture. Either the man had to follow the poet back to the camp of the 
bourgeoisie, or the poet had to follow the man into the camp of the 
proletariat.74  
                                                          
74
 Freeman, Proletarian Literature in the United States: An Anthology, p. 20. 
57 
 
&KHHYHUIRUHJURXQGVWKLVGLFKRWRP\IRUPDOO\DQGVW\OLVWLFDOO\WKURXJKRXWµ)DOO5LYHU¶E\
mixing direct observation with abstraction, but he does not address it directly until the last 
few paragraphs of the story, however. 
In WKH ILQDO SDUDJUDSK RI µ)DOO 5LYHU¶, Cheever transplants the action to a middle-
class milieu that resembles the bohemian creative HQYLURQPHQW RI $P\ +HQGHUVRQ¶V
IDUPKRXVH WKH VHWWLQJ RI µ/DWH *DWKHULQJ¶ DQG LWV VHTXHO µ%RFN %HHU DQG %HUPXGD
2QLRQV¶WZRIXUWKHUH[SHULPHQWDO1HZ(QJODQG-set stories that also combined subjective 
descriptions of the physical environment with the motif of seasonal change. At the 
beginning of the final SDUDJUDSKWKHQDUUDWRUDQGKLVDFTXDLQWDQFHOHDYHWKHFLW\LQ3DXO¶V
VSRUWV FDU 7KH\ DUH GULYHQ WR D µODUJH ZKLWH IDUPKRXVH¶ ZKHUH WKH\ PHHW 0DQL 3DXO¶V
SDUWQHUµ)DOO5LYHU¶HQGVZLWK0DQLOHDGLQJWhe men into a flower garden, stamping a 
FLJDUHWWHRXWRQWKHHGJHRIWKHJDUGHQDQGVD\LQJµ,WLVVSULQJDJDLQ¶The symbolic 
importance of a character that is willing to discuss the spring cannot be understated in 
terms of thHSROLWLFDOFRQWH[WRIµ)DOO5LYHU¶ Shortly before leaving the city with Paul, the 
QDUUDWRUGHVFULEHV WKH UHOXFWDQFHRI WKH ORFDOV WR µWDONDERXW WKHVSULQJ¶GHVSLWH WKH WUHHV
EHLQJµGXVW\ZLWKQHZEXGV¶DQGWKHULYHUµFDUU\LQJVWLFNVRIEULJKWZRRGDQGZDVWHWKDW
had come down LQ WKH WKDZ¶ µ>«@ WKHUH ZDV QR GRXEW DERXW WKH VSULQJ¶ WKH QDUUDWRU
DVVHUWV µ>DQG@ \HW WKH ZKHHOV ZHUH QRW PRYLQJ DQG WKH ORRPV ZHUH VWLOO OLNH QHUYRXV
dancers and there were few people who wanted to talk about the spring because of these 
WKLQJV¶&heever uses the narrative voice self-reflexively in this excerpt, with the noun 
µSHRSOH¶UHIHUULQJ to both the mill workers that Cheever met in the city and middle-class 
$PHULFDQZULWHUVZKRZHUHµ>IROORZLQJ@WKHPDQLQWRWKHFDPSRIWKHSUROHWDULDW¶GXULQg 
the Depression. 
Whereas tKHUHIHUHQFHWRSHRSOHEHLQJXQZLOOLQJWRµWDONDERXWWKHVSULQJ¶DOOXGHVWR
WKH OHIW¶V UHMHFWLRQ RI ZKDW *ROG LGHQWLILHG DV WKH LQILOWUDWLRQ RI ERXUJHRLV HWKLFV LQWR
58 
 
proletarian writing, Mani¶V DFNQRZOHGJHPHQWRI VSULQJDW WKH HQGRI µ)DOO5LYHU¶ WDFLWO\
welcomes such an incursion.75  Middle-class writers that went left in the early 1930s 
downplayed their authorship and, in some cases, abandoned fictional genres altogether in 
order to present the experience of the American working-class as viscerally and as 
truthfully as they could in their writing. Although Cheever did not identify with this camp 
of writers, he understood the challenge they were responding to. It was, as Freeman 
REVHUYHV µQR ORQJHU DQ DEVWUDFW TXHVWLRQ RI DUW DQG FODVV¶ IRU $PHULFDQ ZULWHUV µEXW D
VSHFLILFFKDOOHQJHZKLFKFODVV"¶.76 ,QPXFKWKHVDPHZD\DV WKHQDUUDWRURIµ)DOO5LYHU¶
leaves the working-class of the city behind for his middle-class friends, so Cheever elected 
to return to the camp of the bourgeoisie rather than stay in the camp of the proletariat a 
moment longer than was necessary. 
                                                          
75
 Gold admonished Conroy for having Larry, the protagonist of his novel The Disinheritedµ>TXRWH@VRPH
URPDQWLFYHUVHVE\$UWKXU'DYLGVRQ)LFNHWRLPSUHVVDJLUOLQDUXEEHUKHHOSODQW¶ µ7KHER\>*ROG@FKLGHG
LV³OLWHUDU\´LQWKHZD\RI-DFN/RQGRQD³OLWHUDULRXVQHVV´WKDW³EHJLQVE\EHOLHYLQJWKDWWRPRXWKDIHZOXVK
VWDQ]DVE\6ZLQEXUQHPDNHVRQHVXSHULRUWRLOOLWHUDWHGULOOSUHVVKDQGVDQGIDFWRU\JLUOV´¶*ROGDOVRZRUULHG
more broadly about mainstream authors finding ways to give historical, cultural, and aesthetic legitimacy to 
the ethics of the genteel bourgeoisie. &RQUR\µ,QWURGXFWLRQWRWKH(GLWLRQ¶S*RUGRQ+XWQHUWhat 
America Read: Taste, Class, and the Novel, 1920-1960 (North Carolina: University of North Carolina Press, 
2009), p. 149.  
76
 Freeman, Proletarian Literature in the United States: An Anthology, p. 20. 
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Chapter Two: 
µ$QGWKHQ,VROGDPHGLRFUHVWRU\IRUIRUW\-ILYHGROODUV¶-RKQ&KHHYHUDQGWKH
Economics of Writing Short Fiction, 1930-1964 
 
Chapter Two XVHV%HUQDUG/DKLUH¶VXQGHUVWDQGLQJRISURIHVVLRQDODXWKRUVKLSDVDµJDPH¶
WKDW ZULWHUV SOD\ RFFDVLRQDOO\ IDQDWLFDOO\ RU SURIHVVLRQDOO\ WR H[DPLQH -RKQ &KHHYHU¶V
experience of writing short stories for various publications between the early 1930s and 
mid-1960s. The first section of Chapter Two uses a mixture of biography and personal 
FRUUHVSRQGHQFHWRDQDO\VH&KHHYHU¶VSURIHVVLRQDOGHYHORpment as a young writer between 
1930 and 1945. The second section of Chapter Two assesses CheeYHU¶VUHODWLRQVKLSZLWK
The New Yorker between 1945 and 1964 as it manifests in the surviving editorial 
correspondence in the New Yorker Records between Cheever and his editors, as well as in 
the interoffice correspondence between editors and administrative employees of the 
magazine. While Cheever held a number of jobs throughout the 1930s, he experienced 
professional authorship as a central part of his personality from 1940 to 1964. Writing was 
&KHHYHU¶VSULPDU\VRXUFHRILQFRPH during this period, and he did not take on a secondary 
job to supplement this income following the end of the Second World War, a decision that 
made him increasingly dependent on the magazine marketplace.  
Lahire argues that this situation simply does not apply to most writers, many of 
ZKRPIRUHFRQRPLFUHDVRQVµZRUND³GD\MRE´>DQG@KDYHDFXOWXUDODQG³SHUVRQDO´IRRW
LQOLWHUDWXUHDQGDPDWHULDODQGVRPHWLPHVDOVR³SHUVRQDO´IRRWRXWVLGHRIOLWHUDWXUHWKH
secRQGIRRWIUHHLQJWKHILUVWIURPGHSHQGHQFHRQPDUNHWFRQVWUDLQWV¶.1 <HW&KHHYHU¶VIHHW
cultural and material, were both planted squarely in the magazine marketplace during the 
                                                          
1
 %HUQDUG /DKLUH µ7KH 'RXEOH /LIH RI :ULWHUV¶ WUDQV E\ *ZHQGRO\Q :HOOV New Literary History, 41 
(Spring 2010), 443-65, (p. 445). 
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interwar and postwar years. Chapter Two contends that writing stories for The New Yorker 
ZDV&KHHYHU¶VµGD\MRE¶, and selling the stories it rejected to other magazines was, at least 
until the sales of the film rights to the Wapshot QRYHOV DQG µ7KH 6ZLPPHU¶ The New 
Yorker, 18 July 1964) in 1964, the only alternative he entertained in terms of meeting his 
financial needs. This meant that, for better or worse, Cheever earned his living from 
writing short stories for publication in magazines for more than half of his literary career, 
and writing novels for the remainder.  
In Home Before Dark: A Biographical Memoir of John Cheever by His Daughter 
(1984), Susan Cheever overlooks the fact that her father arguably imposed these economic 
constraints on himself in order to expose his work to the largest possible readership, a 
decision that indicates a strong literary ambition on his behalf as well as a certain degree of 
pragmatism about the difficulties inherent in producing novels at a sustained pace. 
&KHHYHU¶VGDXJKWHULVDOVRUHVLVWDQWWRWKHIDFWWKDWHYHQLIThe New Yorker could not pay 
her father what he felt he was worth once he became a published novelist, the magazine 
provided her father with a drawing account of two thousand dollars typically reserved for 
employees, and his editors did not hesitate to issue advance payments for his stories when 
he requested them. These perks ensured Cheever was a relatively well-paid freelance 
FRQWULEXWRU LQ WKH FRQWH[W RI WKH PDJD]LQH¶V SD\PHQW V\VWHP WKURXJKRXW PXFK RI KLV
career; they also helped to alleviate some of his intermittent financial difficulties. Although 
writing short fiction for magazines between 1935 and 1964 did not provide Cheever and 
his family with enough money to live on, it helped Cheever to share his work with a 
national readership, many of whom went on to purchase volumes of his short stories and 
novels. Ultimately, the professional relationship Cheever forged with The New Yorker 
during this period was integral to his commercial success in the long-term. 
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$)DPLOLDO3HUVSHFWLYH6XVDQ&KHHYHU¶V&ULWLTXHRIThe New Yorker 
Susan Cheever argues that The New Yorker¶VSD\PHQWV\VWHPIRUILFWLRQFRQWULEXWRUVOHIW
her father confused and resentful, despite the strong professional and personal bonds he 
developed with his editors at the magazine, William Maxwell and Gustave S. Lobrano.2 
Cheever recalls that her father published six stories in The New Yorker in 1959 and 
UHFHLYHG FKHTXHV DV µGLYHUVH¶ DV  IRU µ$ :RPDQ :LWKRXW D &RXQWU\¶ (The New 
Yorker, 12 December 1959) DQGIRUµ7KH(YHQWVRI7KDW(DVWHU¶(The New Yorker, 
16 May 1959) without explanation.3 µ6RPHWLPHV¶&KHHYHUHODERUDWHVµP\IDWKHUH[SHFWHG
a large check for a long story, only to find that it had been applied to money taken from his 
drawing account. Other times money that he assumed was payment, or a bonus, or a 
&2/$ >FRVW RI OLYLQJ DGMXVWPHQW@ FKHFN WXUQHG RXW WR EH DQ DGYDQFH¶.4 Cheever argues 
WKDWWKLVFRQIXVLQJVLWXDWLRQZDVFRPSRXQGHGE\µGLVFXVVLRQVRIPRQH\¶EHLQJFRQVLGHUHG 
µERWK XQJHQWOHPDQO\ DQG LQIUD GLJ DW WKH PDJD]LQH¶ DQG KHU IDWKHU¶V Vtories of the late 
1950s and early 1960s becoming too experimental for The New Yorker to publish.5 It is 
CheHYHU¶VYLHZ²a view which Chapter Two contests²that her father renewed his first-
reading agreement with the magazine each year between 1935 and 1982 out of affection 
IRULWZKLOHNQRZLQJWKDWKHµFRXOGJHWPRUHPRQH\¶DQGPRUHHGLWRULDOIUHHGRPIRUKLV
stories from its large-circulation rivals, including +DUSHU¶V%D]DDU, The Atlantic Monthly, 
Cosmopolitan, Esquire, and The Saturday Evening Post.  
In making this argument, Cheever ignores three important factors pertaining to her 
IDWKHU¶VSURIHVVLRQDODXWKRUVKLSDQGKLVZRUNLQJUHODWLRQVKLSZLWKThe New Yorker. First, 
after parting company with the Maxim Lieber Literary Agency in 1942, her father dealt 
                                                          
2
 Susan Cheever, Home Before Dark: A Biographical Memoir of John Cheever by His Daughter , (Boston: 
Houghton Mifflin, 1984), p. 136.  
3
 Cheever, Home Before Dark, p. 136. 
4
 Cheever, pp. 136-37. 
5
 Cheever, p. 136.         
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with The New Yorker directly until late 1963, when he employed literary agent Candida 
Donadio, whose clients at that time included Joseph Heller, Thomas Pynchon, and Philip 
Roth, to liaise with the magazine and some of its rivals on his behalf.6 This means that 
Cheever conducted his own business arrangements with The New Yorker during the most 
prolific period of his career as a short story writer, 1935 to 1964. This period saw Cheever 
publish one hundred and five stories in The New Yorker, as well as two excerpts from his 
debut novel, The Wapshot Chronicle (1957), and two from its sequel, The Wapshot 
Scandal (1964). In addition, Cheever placed thirty-three more stories in the following 
publications: The New Republic, Story, The Atlantic Monthly, The Yale Review, &ROOLHU¶V 
Weekly, +DUSHU¶V %D]DDU, +DUSHU¶V, Mademoiselle, Good Housekeeping, Cosmopolitan, 
Reporter, and Esquire.  
More than half of these stories were initially rejected by the New Yorker before 
Cheever sold them to these magazines. It is therefore unlikely that Cheever would operate 
for long periods of time without an agent if he did not have confidence in his ability to 
negotiate the magazine marketplace on his own artistic and economic terms. As Lynn 
Nesbit, a literary agent who represented Cheever as a novelist during the late 1960s, points 
out, the separation from Lieber most likely worked to her one-WLPHFOLHQW¶VDGYDQWDJHDV
far as the relationship with his editors at The New Yorker ZDV FRQFHUQHG µ>WKH@ New 
Yorker PDGHLWFOHDUWKH\GLGQ¶WOLNHDJHQWVIXVVLQJDURXQG,WZDVDJHQWOHPDQ¶VFOXEDQG
WKH\GHDOWZLWKHDFKRWKHULQDJHQWOHPDQO\ZD\¶.7 The editorial correspondence in the New 
Yorker 5HFRUGVVXSSRUWV1HVELW¶V view. Based on this archival material, it is more accurate 
WRVD\WKDWEHWZHHQDQG&KHHYHU¶VHGLWRUVZHUHRSHQDQGSUDJPDWLFLQWKHZD\
they handled his editorial and financial arrangements with The New Yorker. Rejection 
                                                          
6
 After parting company with the Maxim Lieber Literary Agency in 1941, Cheever appears to have been 
without literary representation for five years before signing with Curtis Brown Associates in 1947.  
7
 Blake Bailey, Cheever: A Life (New York: Knopf, 2009), p. 320. 
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letters were usually couched in personal remarks, solicitation for more stories and, if 
necessary, words of encouragement; editors also explained the cheques for story, COLA, 
bonus, and royalty payments they enclosed in these and other letters to Cheever without 
fail.   
Second, Cheever supplemented his income from The New Yorker by selling the 
stories it rejected to its rival publications throughout his career. Surviving editorial 
interoffice memoranda in the Records indicates that this was not an act of frustration on 
&KHHYHU¶V part, as his daughter indicates, but common practice amongst many New Yorker 
contributors, both full-time staff and freelancers alike. When Brendan Gill, an employee of 
the magazine and a steady contributor of fiction, humour, reminiscence, and casual essays 
to the New Yorker both before and after the Second World War, sold three stories the 
magazine rejected to &ROOLHU¶V, Ladies¶ Home Journal, and Liberty in 1943, he got double 
the fees The New Yorker would have paid him for each.  
In 1940, Sally Benson sold a story The New Yorker rejected (according to Maxwell, 
the magazine wanted her to change the ending but she refused) to &ROOLHU¶V for $600 
($10139.96 in 2015), roughly $100 ($1689.99 in 2015) more than The New Yorker offered 
her.8 Despite these sales, both Gill and Benson signed new first-reading agreements with 
the magazine. Concerning Gill, Harold W. Ross, editor-in-chief of The New Yorker 
                                                          
8
 Like Cheever, Benson was another prolific contributor to The New Yorker, selling ninety nine stories to the 
magazine between 1929 and 1956. As such, Benson was most likely paid at what the magazine referred to as 
the A-rate in the 1940s. In 1944, this was twenty cents for the first 1500 words of a piece and ten cents for 
the remainder. Given that New Yorker stories did not typically run longer than 3000 words in the early 1940s, 
and two full pages of text (figured at 2597 words by the magazine) paid at the A-rate were worth $410 
($5511.68 in 2015), Benson received a total between $400 and $500 for each story she sold to the magazine 
during the early 1940s before adjustments for COLA and quantity bonuses were made. While this is a rough 
calculation, it indicates the attraction of selling rejected stories to rival publications for contracted New 
Yorker writers. The information concerning rates of pay is sourced from a comparative study of prices paid 
by the magazine for art and text for one full page and two full pages in 1944. New York, New York Public 
Library, The New Yorker Records, Astor, Lenox, and Tilden Foundations (herewith New Yorker Records, 
NYPL), Series 1: Editor 1917-1984, Harold Ross General Files 1917, 1924-1957, Box 35, fol. 1, William 
Maxwell to Harold W. Ross, [n.d.] c. 1940; New Yorker Records, NYPL, Harold Ross General Files, 
Thomas M. Brassel to Harold W. Ross, 29 March 1944. 
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EHWZHHQ  DQG  UHPDUNHG LQ D PHPR WR /REUDQR WKHQ KHDG RI WKH PDJD]LQH¶V
fiction dHSDUWPHQW µ7KLV LV DQ LQGLFDWLRQ RI RXU SUHVWLJH RU VRPHWKLQJ¶ 0D[ZHOO ZDV
blunter than Ross on the matter of Benson selling her story to &ROOLHU¶V for an improved 
IHH KRZHYHU µ7KDQN *RG ZH¶YH JRW WKDW DJUHHPHQW LV DOO , KDYH WR VD\¶.9 Writers like 
Cheever remained loyal to The New Yorker because it sustained them financially during 
the Depression and nurtured their talent between the wars. Although the magazine paid 
less than its competitors on a per-story basis during the 1930s and 1940s, it paid writers for 
stories more promptly than its counterparts, and, through a mixture of COLA payments, 
bonuses, and even drawing accounts, provided young writers with the means to live off 
their literary production.     
Third, there is simply not enough evidence LQ&KHHYHU¶VHGLWRULDOFRUUHVSRQGHQFHLQ
the New Yorker Records, his published correspondence with friends, or his journals to 
FRUURERUDWHKLVGDXJKWHU¶VFODLPWKDWThe New Yorker ZDVUHOXFWDQWWRSXEOLVK&KHHYHU¶V
more experimental fiction. In fact, what evidence there is suggests the contrary. In a letter 
from Maxwell to Cheever dated 12 November 1959, Maxwell expressed a concern that 
&KHHYHU KDG PRYHG µWRR IDVW¶ IURP µVWUDLJKW ZULWLQJ¶ WR µLQFUHGLEOH IDUFH¶ LQ WKH
introductory paragraph of the stor\µ$:RPDQ:LWKRXWD&RXQWU\¶. As a result, there was, 
LQ0D[ZHOO¶VZRUGVµDOLWWOHWRQLQJGRZQ¶RIWKLVSDUDJUDSKGXULQJWKHSUHOLPLQDU\HGLWLQJ
of the story.10 Reading the introductory paragraph of the published versioQRIµ$:RPDQ
:LWKRXWD&RXQWU\¶, though, it is unclear what Maxwell, Katharine S. White, and William 
                                                          
9
 New Yorker Records, NYPL, Harold Ross General Files, Maxwell to Ross, [n.d.] c. 1940. It is also worth 
noting that Maxwell, who was himself a contributor of fiction to The New Yorker, also sold his rejections to 
FRPSHWLWRUV 5RVV PDNHV D QRWH RI RQH VXFK VDOH RQ D VFUDS RI SDSHU LQ SHQFLO µ0D[ZHOO JRW  IRU
Hippotomus [sic@ >«] from +DUSHU¶V %D]DDU¶ EHIRUH DGGLQJ µ6DLG &KHHYHU JRW DV PXFK DV ¶ 5RVV
GDWHVWKHVFUDSZLWKRQO\DPRQWKDQGDGD\µ¶IRUWXQDWHO\DVWDIIPHPEHUKDVSHQFLOOHGLQµF¶DVD
possible year for the comment. The date given suggests that that the Cheever story Maxwell was referring to 
ZDV PRVW OLNHO\ µ7KH (GJH RI WKH :RUOG¶ EHFDXVH LW ZDV SXEOLVKHG LQ WKH -XQH  LVVXH RI +DUSHU¶V
Bazaar. New Yorker Records, NYPL, Harold Ross General Files, Harold W. Ross, 18 April c. 1940. 
10
 New Yorker Records, NYPL, Series 3: Editorial Correspondence 1928-1980, Fiction Correspondence 
1952-1980, Box 767, fol. 5, William Maxwell to John Cheever, 12 Nov
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Shawn toned down.11 The paragraph sees Cheever rapidly push an act of reminiscence, the 
author-QDUUDWRUUHFDOOLQJWKHWLPHKHVDZWKHWLWXODUZRPDQµEHWZHHQWKHWKLUGDQGIRXUWK
races at Campino [sic@ZLWKWKH&RQWHGH&DSUD¶LQWRIDUFHE\DGGLQJVL[PRUHVLJKWLQJVRI
the woman during the same year in a variety of upper-middle-class destinations in Austria 
and Italy, including the five-star Hotel Tennerhof in Kitzbühel and the Gritti Palace in 
Venice, and undermining the reliability of the author-narrator by having him announce in 
the final one-word sentence of the paragraph what the reader has perhaps suspected 
WKURXJKRXWWKDWWKHSUHFHGLQJGHVFULSWLRQVDUHµ%ORRH\¶.12  
In the 1950s, The New Yorker published a large number of non-fiction 
reminiscences, and had an index that directed the reader to its various departments but did 
QRW LQGLFDWH ZKDW ZDV LQ WKHP RU PHQWLRQ DQ LVVXH¶V ILFWLRQ DW DOO ZULWHUV¶ QDPHV DOVR
appeared at the end of a piece, not the beginning. It is plausible, therefore, that the 
PDJD]LQH¶VHditors¶ WRQLQJGRZQRI µ$:RPDQ:LWKRXWD&RXQWU\¶ was not intended to 
REIXVFDWH WKH LURQ\ RI &KHHYHU¶V SDUDWH[WXDO SDURG\ RI ZULWHUO\ UHPLQLVFHQFH EXW WR
amplify it, so that the reader knew beyond a doubt that the author-narrator was fantasising 
and that this was a work of fiction.  
The New Yorker GLG UHMHFW &KHHYHU¶V  VWRU\ µ7KH 'HDWK RI -XVWLQD¶ D VWRU\
DERXWDVXEXUEDQFRPPXQLW\WKDWDWWHPSWVWRH[FOXGHGHDWKWKURXJK]RQLQJKRZHYHUµ7KH
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 It is not clear what Maxwell, White, and Shawn did to the introduction of the story because its surviving 
typescript appears to be a master proof rather than a working varitype proof. Once assigning editors, copy 
editors, and fact checkers had annotated the working varitype proof of a story (typically the typescript the 
author submitted to the magazine), it was retyped as a master RU DXWKRU¶V proof, which would, following 
consultation between an author and its editor, be revised (if necessary) and set in galleys for publication. In 
WKHFDVHRIµ$:RPDQ:LWKRXWD&RXQWU\¶WKHILUVWWZRSDJHVRIWKHmaster proof are more or less identical 
WR WKHLUFRXQWHUSDUWV LQ WKHSXEOLVKHGYHUVLRQ ,IDQ\ µWRQLQJGRZQ¶RFFXUUHG WKHQ LWZDVHDUOLHURQ LQ WKH
editing process, on the working varitype proof of the story, which has not survived. Robert D. Farber 
University Archives & Special Collections Department, Brandeis University, John Cheever Literary 
Manuscripts, 1859-1963 (herewith Brandeis University, John Cheever Literary Manuscripts, 1859-1963), 
Series 1: Short Stories 1935-1963, Box 2, fol. 54, µ$:RPDQ:LWKRXWD&RXQWU\'HFHPEHU¶pp. 1-
8 (pp. 1-2). 
12
 John &KHHYHU µ$:RPDQ:LWKRXWD&RXQWU\¶ The New Yorker, 12 December 1959, pp. 48-50, repr. in 
The Stories of John Cheever (London: Vintage, 1990), pp. 542-48 (p. 542). Because there are no differences 
EHWZHHQWKHVHYHUVLRQVRIµ$:RPDQ:LWKRXWD&RXQWU\¶Iurther references to the published version of the 
story refer to the reprint and are given in parentheses after quotations in the text. 
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'HDWKRI -XVWLQD¶ LQFOXGHV DQLJKWPDUH VHTXHQFHDERXW D FURZGHG VXSHUPDUNHW LQZKLFK
µWKRXVDQGVDQG WKRXVDQGV¶RI VKRSSHUVDUHPDGH WR IHHOJXLOW\ IRUSXUFKDsing unlabelled 
SURGXFWVPDQ\RIZKLFKDUHFRQFHDOHGLQEURZQSDSHUEDJVDQGSDUFHOVE\µEUXWLVKDQG
XQUHJHQHUDWH¶PHQDWWKHFKHFNRXWFRXQWHUV. Many of the paragraphs in the story evolve in 
this manner, devoted as they are to the thoughts of the protagonist, Moses Coverly. Indeed, 
&KHHYHU¶VIDYRXULQJRIDEVWUDFWRYHUFRQFUHWHIRUPVRIWKRXJKWLQµ7KH'HDWKRI-XVWLQD¶
and his foregrounding of these thoughts at the expense of narrative action is perhaps what 
worked against the story being purchased by the magazine.13 This being said, it is ironic to 
note that The New Yorker SXEOLVKHG&KHHYHU¶VPRVWVHOI-UHIOH[LYHZRUNRIILFWLRQµ6RPH
3HRSOH3ODFHVDQG7KLQJVWKDW:LOO1RW$SSHDULQ0\1RYHO¶1RYHPEHUQRW
ORQJDIWHUUHMHFWLQJµ7KH'HDWKRI-XVWLQD¶µ6RPH3HRSOH¶ZDVQRWDZRUNRIQDUUDWLYH
prose at all, but a critique of postwar American fiction in the form of a list that broke one 
RIWKHPDJD]LQH¶VJHQHUDOHGLWRULDOUXOHVWKDWSLHFHVH[SUHVVO\DERXWWKHDFWRIZULWLQJZHUH
to be discouraged. 14  
Four years later, in 1964, The New Yorker SXEOLVKHG&KHHYHU¶VPRVWV\QFKURQLFDOO\
H[SHULPHQWDO VWRU\ µ7KH 6ZLPPHU¶ D P\VWHU\ VWRU\ ZLWK D P\WKLF DVSHFW WKDW IROORZV
Neddy Merrill, a jovial family man, as he decides to leave his wife with his neighbours and 
swim home through a series of suburban pools one Sunday afternoon only to discover, 
upon completing his journey, that his house is locked and has been empty seemingly for 
months$V5REHUW$0RUDFHDUJXHVµ>although] Cheever is not the closet postmodernist 
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 According to his eldest son, Benjamin, Cheever liked to tell audiences at his readings that The New Yorker 
thought RI µ7KH 'HDWK RI -XVWLQD¶ DV µDQ DUW VWRU\¶. John Cheever, The Letters of John Cheever, ed. by 
Benjamin Cheever (New York: Simon and Schuster, 1988), p. 160. 
14
 7KLV DSSHDUV WHQWK LQ:ROFRWW*LEEV¶ OLVW RI WKLUW\ µJHQHUDO UXOHV¶ IRU HGLWLQJ New Yorker contributions, 
µ7KHRU\ DQG3UDFWLFHRI(GLWLQJ New Yorker ArticleV¶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of business. When the reference is incidental and unnecessary, iW VKRXOG FRPH RXW¶ Wolcott Gibbs, 
Backward Ran Sentences: The Best of Wolcott Gibbs from The New Yorker, ed. by Thomas Vinciguerra 
(New York: Bloomsbury, 2011), p. 650.  
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of Shady Hill, his approach to writing is less traditional and closed than it is innovative, 
RSHQHYHQH[SHULPHQWDOLQWKHEHVWVHQVHRIWKHZRUG¶.15 Their rejectioQRIµ7KH'HDWKRI
-XVWLQD¶QRWZLWKVWDQGLQJ&KHHYHU¶V HGLWRUVZKR ERXJKW DQGSXEOLVKHGRQHKXQGUHGDQG
WZHQW\RI&KHHYHU¶VVWRULHVLQThe New Yorker between 1935 and 1981, appear to have not 
only understood this, but to also have been more tolerant of the interpenetration of realism 
RISODFH ODQJXDJH DQG FKDUDFWHU LQ&KHHYHU¶V VWRULHVZLWK LURQLFPHWD-commentary and 
metaphorically complicated psychological activity than his daughter allows.  
&KHHYHU¶V GDXJKWHU DFNQRZOHGJHV ERWK WKH HGLWRULDO DQG HFRQRPLc importance of 
The New Yorker LQKHUIDWKHU¶VFDUHHUbut remains antagonistic towards both the magazine 
and the marketplace in which it competed. She is adamant that her father was writing short 
stories for a publication that encouraged loyalty from its writers without remunerating 
them fairly for the work they produced, or endorsing their creative ambition.16 In this way, 
&KHHYHU¶VDUJXPHQWH[KLELWVDVLPLODU WHQVLRQEHWZHHQDHVWKHWLFVDQGHFRQRPLFVDV does 
:LOOLDP &KDUYDW¶V HDUOLHU DQG influential definition of professional authorship. Charvat 
contends that professional writing provides a living for the author, like any other job, and 
is typically a main and prolonged resource for the writer for as long as he or she writes 
ZLWK UHIHUHQFH WREX\HU¶V WDVWHV and reading habits.17 The problems a professional writer 
IDFHVDUHQRWLGHQWLFDOZLWKWKRVHRIDOLWHUDU\DUWLVWKRZHYHUDQGµZKHQDOLWHUDU\DUWLVWLV
also a professional writer, he cannot solve the problems of the one function without 
reference to the RWKHU¶.18 &KDUYDW¶V GHILQLWLRQ LPSOLHV WKDW D OLWHUDU\ DUWLVW HDUQLQJ WKHLU
living writing fiction for magazines, to use Cheever as an example, must, as Leon Jackson 
notes, write out of both an ideological commitment to their aesthetic and the need for 
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 5REHUW $ 0RUDFH µ)URP 3DUDOOHOV WR 3DUDGLVH 7KH /\ULFDO 6WUXFWXUH RI &KHHYHU¶V )LFWLRQ¶ Twentieth 
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 Susan Cheever, Home Before Dark, pp. 135-37. 
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 William Charvat, The Profession of Authorship in America, 1800-1870, ed. by Matthew J. Bruccoli 
(Columbus: Ohio State University Press, 1968), p. 3.  
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 Charvat, The Profession of Authorship in America, p. 3. 
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financial remuneration.19 This is difficult if not impossible for most writers. As Bernard 
Lahire explains, professional writers typically fall into two camps: there are those who 
successfully establish a readership by producing work that is either nominated for, or the 
recipient of prestigious literary awards, and other less ideologically invested writers who 
used tested techniques or genres in their work in order to profit financially.20  Susan 
Cheever regards the New Yorker as the primary source of economic and aesthetic tension 
LQKHUIDWKHU¶V OLWHUDU\FDUHHUGHVSLWH WKHIDFW WKDW WKHPDJD]LQHSURYLGHG&KHHYHUZLWKD
living until the late 1950s when additional sources of income, including M-G-0¶V
($218,570.77 in 2015IRUWKHILOPULJKWV WRµ7KH+RXVHEUHDNHURI6KDG\+LOO¶The New 
Yorker, 14 April 1956), and the proceeds from the sales of The Wapshot Chronicle (1957), 
enabled Cheever to ease up on producing fiction for magazines for the first time in his 
career and to pursue other literary and non-literary activities instead.21 
 
Playing the Literary Game 
/DKLUH XVHV WKH PHWDSKRU RI WKH JDPH WR GHVFULEH ZULWHUV¶ involvement in the literary 
PDUNHWSODFH +H DUJXHV WKDW WKH QRWLRQ RI WKH µJDPH¶ LV ZHOO-VXLWHG µIRU GHVFULELQJ
activities that, like literature, are practiced with very different degrees of investment, but 
which, overall, involve individuals who cannot afford to spend all their time playing the 
JDPHLQTXHVWLRQ¶.22 ,Qµ7KH'RXEOH/LIHRI:ULWHUV¶/DKLUHXVHVWKHGHILQLWLRQVRIµSOD\¶
DQGµJDPH¶ put forth by Johan Huizinga and Roger Caillois in Homo Ludens: A Study of 
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 Leon Jackson, The Business of Letters: Authorial Economics in Antebellum America  (Stanford: Stanford 
University Press, 2007), p. 14.  
20
 /DKLUHµ7KH'RXEOH/LIHRI:ULWHUV¶, pp. 459-60.   
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 This amount of time was roughly one year. The M-G-M money allowed Cheever to take his family abroad 
to live in Rome, Italy for a year between 1956 and 1957. During 1957, The Wapshot Chronicle was selected 
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copies in hardcover; a subsequent Bantam paperback sold almost 170,000 in the United States alone. Bailey, 
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the Play Element in Culture (1955) and Man, Play and Games (2001), respectively. Lahire 
clarifies these definitions thus:  
that the game LVD³IUHH´ activity (an obligation to play would be the very 
negation of thH JDPH DV D OHLVXUH DFWLYLW\ ³VHSDUDWH´ from daily life (it 
takes place in an arbitrarily delimited space-time, circumscribed and 
GLVWLQFWIURP³RUGLQDU\OLIH´³RUGHUO\´ (with specific stakes and rules that 
DUH GLVWLQFW IURP ³RUGLQDU\ ODZV´ ³XQFHUWDLQ´ (its progress and outcome 
are in part XQSUHGLFWDEOH ³QRQSURGXFWLYH´ LW LV ³JUDWXLWRXV´ in the sense 
that for Huizinga, it is ³connected with no material interest, and no profit 
FDQ EH JDLQHG IURP LW´ DQG ³ILFWLYH´ (accompanied by a clear sense of 
³XQUHDOLW\´FRPSDUHGZLWK³RUGLQDU\OLIH´EXW³at the same time [capable 
of] absorbing tKHSOD\HULQWHQVHO\DQGXWWHUO\´¶.23  
7DNLQJ LVVXH ZLWK WKH GHVFULSWRUV µQRQSURGXFWLYH¶ DQG µILFWLYH¶ /DKLUH modifies them. 
)LUVWKHVXJJHVWVWKDWWKHOLWHUDU\JDPHLVSURGXFWLYHLQWKHVHQVHWKDWLWSURGXFHVµZRUNV¶
EXW FRQVLGHUV LWV SURGXFWLYLW\ UHVWULFWHG LQ WKH VHQVH µWKDW OLWHUDWXUH PXVW EH SUDFWLFHG
LQGHSHQGHQWO\RIDQ\FRPPHUFLDOHQG¶.24 Second, he claims that the literary game is only 
ILFWLYH LQ WKH VHQVH WKDW µZRUNLQJ ZLWK WKH ZRUGV RI ODQJXDJH ZULWHUV FUHDWH SRHWLF
novelistic, or theatrical worlds that are separate from the everyday (practical) uses of 
ODQJXDJH¶.25 Whereas losing players are typically UHPLQGHGWKDWµLW¶VRQO\DJDPH¶ LQ WKH
VHQVHWKDWHYHU\WKLQJWKDWKDSSHQVLVµZLWKRXWFRQVHTXHQFH¶IRUWKHLUHYHU\GD\OLIH, writers 
µPDNHRIOLWHUDWXUHWKHRQO\PHDQVRIDFFHVVWRUHDOLW\WKHRQO\OLIHZRUWKOLYLQJWKHRQO\
serious thing in the world, DV RSSRVHG WR HYHU\GD\ RUGLQDU\ OLIH¶ ZKLFK LV WR VD\ WKDW
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SOD\HUVRIWKHOLWHUDU\JDPHDUHLQYHVWHGLQLWWRWKHGHJUHHWKDWLWPD\EHFRPHWKHLUµRQO\
UHDOLW\¶RUµWUXHUHDOLW\¶.26  
Lahire identifies three notable types of players of the literary game: occasional 
players, fanatical players, and professional players.27 Occasional players practice literature 
as a form of recreation, writing in the free-time that remains after their social and 
SURIHVVLRQDOREOLJDWLRQV)DQDWLFDOSOD\HUVPDNHZULWLQJµWKHPDin driving force for their 
H[LVWHQFH¶EXWDUHµXVXDOO\IRUFHGWRPDLQWDLQDSDLGDFWLYLW\RXWVLGHWKHJDPHWKDWDIIRUGV
WKHPWKHPHDQVWRNHHSSOD\LQJ¶.28 Lahire maintains that in the history of the literary game, 
YHU\IHZIDQDWLFDOSOD\HUVKDYHEHHQDEOHWRGHYRWHWKHPVHOYHVIXOO\WRWKHLUDUWµZLWKRXW
any concern for economic profitability (thanks to an inheritance or the support of a spouse, 
IRUH[DPSOH¶.29  
In contrast to occasional and fanatical players, professional players earn their living 
by playing and living off their proceeds from the literary game. Some professional players 
are former fanatical players whose strong literary ambitions have helped them establish a 
readership and earn critical accolades for their work over a number of years. Another 
JURXSRIµOLWHUDULO\OHVV³SXUH´¶SURIHVVLRQDOSOD\HUVXVHFRPPHUFLDOO\SRSXODUWHFKQLTXHV
DQGJHQUHVLQWKHLUZRUNµin order to PDNHPRQH\¶.30 Although players µZLWKYHU\GLIIHUHQW
degrees of investment, returns (income from publications), productions, and ambitions can 
FRH[LVW¶ LQ WKH OLWHUDU\ JDPH /DKLUH UHDVRQV WKDW µRQO\ SURIHVVLRQDO SOD\HUV ZKR UDUHO\
enjoy this status throughout their entire lives, can live exclusively from what their 
SDUWLFLSDWLRQLQWKHJDPHSURYLGHV¶.31  
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27
 Lahire, p. 459. 
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8VLQJ/DKLUH¶VFRQFHSWXDOLVDWLRQRIWKHOLWHUDU\µXQLYHUVH¶&KHHYHU¶VWUDMHFWRU\DVD
short story writer can be divided into two significant periods: 1930 to 1945, and 1945 to 
1964.32 Between 1930, the year in which he made his fiction debut in a large-circulation 
magazine, The New RepublicZLWKWKHVKRUWVWRU\µ([SHOOHG¶DQGWKH\HDULQZKLFK
the Second World War ended, Cheever was a fanatical player of the literary game who 
relied on secondary employment to supplement the income from the sales of his short 
stories and a small number of book advances. Between 1945 and 1964, however, Cheever 
became a professional player in the literary game. He achieved this by consolidating his 
professional relationship with The New Yorker and establishing a readership for himself by 
publishing one hundred and nineteen of his stories in the magazine between 1935 and 
1964.  
As a professional player of the literary game, Cheever not only lived exclusively off 
the income generated by the sales of his short stories and books, but also off the 
supplemental payments provided by his annually renewed first-reading agreement with 
The New Yorker, which included a COLA payment calibrated according to the cost of 
living index of the United States Department of Labor intended to assist writers with their 
living expenses, quantity bonus payments of twelve-and-a-half, fifteen, or twenty-five per 
cent applied to stories submitted in cycles of six, eight, or ten during the twelve month 
SHULRG FRYHUHG E\ D ZULWHU¶V DJUHHPHQW DQG UR\DOWLHV &KHHYHU SURILWHG IURP KLV KLJK
productivity and creative ability as a short story writer during the 1930s and 1940s in 
other, more prestigious ways as well. In 1951, The John Simon Guggenheim Memorial 
Foundation awarded a Guggenheim Fellowship worth $3000 ($27,299.88 in 2015) to 
Cheever. This source of income was instrumental in enabling Cheever to concentrate more 
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 Gwendolyn Wells, the translator RIµ7KH'RXEOH/LIHRI:ULWHUV¶H[SODLQVWKDWDOWKRXJKµZRUOG¶ZRXOGEH
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fully on writing his debut novel in the 1950s. Between 1951 and 1964, Cheever also 
VXSSOHPHQWHGKLVOLWHUDU\LQFRPHZLWKWKHSURFHHGVRIWKHVDOHVRIWKHILOPULJKWVWRµ7KH
+RXVHEUHDNHU RI 6KDG\ +LOO¶ LQ  DQG µ7KH 6ZLPPHU¶ DQG ERWK Wapshot novels in 
1964. Cheever profited handsomely from the sales of these rights, and used the proceeds to 
finance extended periods of time outside of the literary game in which, alongside working 
on novels, he pursued non-literary activities as well.33  
 
Cheever as a Fanatical Player of the Literary Game, 1930 to 1945 
When examining the HFRQRPLFV RI &KHHYHU¶V SURIHVVLRQDO DXWKRUVKLS LW LV LPSRUWDQW WR
consider the nature of his mobility both inside the literary game and outside it. While 
participating in the game between 1930 and 1945, Cheever moved gradually from a sector 
of restricted, more personal production to a sector of large-scale, mass-market production.  
It is worth noting that Cheever did not spend all of his time inside the game during this 
period. A few of his absences were self-imposed and self-financed following the lucrative 
sale of a story to a large-circulation magazine. But others were externally imposed by his 
temporary inability in the early 1930s to modulate his fiction to meet the commercial 
demands of the large-circulation magazine marketplace, and/or the necessity of securing 
and working a regular job in the harsh economic environment of the Depression. It is 
arguably the case that all of these activities, whether taking place inside or outside the 
                                                          
33
 /DKLUHDUJXHV WKDWSURIHVVLRQDOSOD\HUV WHQG WRSXEOLVKDERRNµLQVLGH WKHJDPH¶ OHDYH LW IRUDSHULRGRI 
time, and then reappear when a new book is published. After 1964, Cheever slowed his hitherto prolific short 
story production down considerably, from an average of four per year between 1935 and the end of 1964, to 
just one per year between 1967 and 1982. Although CheHYHU¶VFRQWUDFWXDOGLVSXWHZLWKThe New Yorker in 
December 1963 and his worsening alcoholism throughout the 1960s are important factors for his declining 
short story production, his desire to be recognised foremost as a novelist should not be underestimated. It is 
also worth noting that there are remaUNDEO\FRQVLVWHQWSHULRGVRIJHVWDWLRQEHWZHHQHDFKRI&KHHYHU¶V ILYH
novels. There is six years between the publication of The Wapshot Chronicle in 1957 and The Wapshot 
Scandal in 1964, five years between the publication of The Wapshot Scandal and Bullet Park in 1969, seven 
years between the publication of Bullet Park and Falconer in 1977, and five years between the publication of 
Falconer DQG &KHHYHU¶V ILQDO QRYHO O What a Paradise It Seems, in 1982. Lahire, µ7KH 'RXEOH /LIH RI
:ULWHUV¶S 
73 
 
literary game, and whether literary or non-literary in nature, contributed in some way to 
the professionalisation of Cheever between 1930 and 1945, however.  
After making his debut in the 1 October 1930 issue of the large-circulation 
magazine, The New Republic ZLWK µ([SHOOHG¶ &KHHYHU EHJDQ ZRUNLQJ RQ PDWHULDO
constellateG DURXQG %RVWRQ DQG WKH 1HZ (QJODQG FRXQWU\VLGH µZKHUH RFFDVLRQDOO\ DQ
abandoned house or a view surviving the hoardings and the hot-dog stands gives the 
PHPRU\DQXQH[SHFWHGWZLVW¶.34 He appears to have struggled to realise this literary project. 
,Q WKH WZR \HDUV IROORZLQJ KLV GHEXW &KHHYHU UHYLHZHG 3KLOLS 6WHYHQVRQ¶V ERDUGLQJ
school novel, 7KH*RVSHO$FFRUGLQJWR6W/XNH¶VD1RYHORI7XUEXOHQW<RXWK (1931), for 
The New Republic¶V Lssue of 6 May 1931, and published only three of his New England 
stories in small-FLUFXODWLRQ OLWWOH PDJD]LQHV µ)DOO 5LYHU¶ ZKLFK ZDV H[DPLQHG LQ WKH
previous chapter, appeared in The Left: A Quarterly Review of Radical and Experimental 
Art in the autumn RI  µ/DWH *DWKHULQJ¶ ZDV SXEOLVKHG LQ Pagany: A Native 
Quarterly¶V LVVXH RI 2FWREHU-'HFHPEHU  DQG µ%RFN %HHU DQG %HUPXGD 2QLRQV¶
which featured in The Hound & Horn¶VLVVXHRI$SULO-June 1932.  
Little magazines like The Hound & Horn and Pagany proliferated during the first 
two decades of the twentieth century on both sides of the Atlantic. While artistically 
innovative and supportive of young writers, these modernist magazines did not offer 
Cheever the same level of public exposure as The New Republic, which had a circulation 
of between 20,000 and 25,000 during the 1930s.35 The Hound & Horn averaged roughly a 
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VDUHVRXUFHGIURP%HXODK$PLGRQµThe 
Nation and the New Republic¶Survey Graphic, 1 January 1940, p. 36. The circulation figure for The New 
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tenth of the circulation of The New Republic during its seven-year run.36 There are no 
circulation figures for Pagany but given that it promoted itself through free exchange 
advertising with other little magazines including The Left and The New Masses, its 
circulation was likely comparable to that of The Hound & Horn, if not lower. This being 
said, and despite persistent financial difficulties, Pagany ran for three years from 1930 to 
1933, whereas The Left ran for just two issues in 1931. The low circulation of these 
PDJD]LQHVGLGQRWMXVWOLPLWWKHUHDGHUVKLSIRU&KHHYHU¶VVWRULHVLWDOVRLPSLQJHGRQKLP
financially. Because little magazines derived their revenue from circulation rather than 
advertising, they could not afford to pay high rates for submissions. So, while having his 
work published alongside that of John Dos Passos in Pagany and E. E. Cummings in The 
Hound & Horn was critically and socially desirable for Cheever, it was not especially 
commercially or financially lucrative to him.  
Most fanatical players of the literary game are reliant on full- or part-time 
employment to supplement their income from writing. There are a few exceptions, 
however. Ernest Hemingway, whose writing exerted a strong aesthetic influence on 
&KHHYHU¶V ZULWLQJ WKURXJKRXW KLV ODWH WHHQV DQG WZHQWLHV LV DQ H[DPSOH RI D IDQDWLFDO
player of the literary game who used spousal support to supplement his income from 
writing during the 1920s and 1930s on his way to becoming a professional player. 
+HPLQJZD\¶V ILUVW ZLIH +DGOH\ 5LFKDUGVRQ +HPLQJZD\ KDG VHYHUDO WUXVW IXQGV WKDW
provided the couple with between two and five thousand dollars a year. His second wife, 
Pauline Pfeiffer Hemingway, was wealthier still, and her uncle, Gustavus Adolphus 
3IHLIIHU D PDMRU VKDUHKROGHU LQ 5LFKDUG +XGQXW¶V FRVPHWLFV HPSLUH SDLG IRU WKH
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+HPLQJZD\V¶ ILUVW 3DULV DSDUWPHQW DQG RWKHU H[SHQVHV LQFOXGLQJ WKHLU $IUican safari in 
1933. With the Pfeiffers supplementing his income, not only did Hemingway not have to 
work a secondary job, he could afford not to sell his stories to large-circulation magazines 
and write about what he wanted.37 Although Cheever was writing similarly about what he 
wanted between 1930 and 1932, he was doing so at a financial loss, and, unlike 
Hemingway, he could not depend on a significant amount of financial assistance from his 
family or a spouse.  
In 1932, CheevHU¶V IDWKHU D UHWLUHG VKRH VDOHVPDQ ORVW KLV OLIH VDYLQJV ZKHQ WKH
Kreuger and Toll International Match Corporation in which he had invested them went 
EDQNUXSW :LWKLQ D IHZ PRQWKV WKH EDQN IRUHFORVHG RQ WKH IDPLO\ KRPH DQG &KHHYHU¶V
parents separated. 38  8QGHU WKHVH ILQDQFLDO FRQVWUDLQWV &KHHYHU¶V PRWKHU UHQWHG DQ
apartment in Quincy near the gift-shop she ran and his father lived in poverty in a 
farmhouse in Hanover, some sixteen miles away.39 Cheever, who had been moving in the 
bohemian intellectual circles of Boston, Provincetown, and New York since the 
SXEOLFDWLRQRIµ([SHOOHG¶LQGLGQRWILQGHPployment quickly, struggling to sell his 
stories to magazines from the second half of 1932 onwards. Living as a bachelor with his 
college-educated older brother, Fred, in Boston, Cheever relied instead on Fred to cover 
his subsistence until early 1933 when, after not having sold a story for more than a year, he 
finally, reluctantly, took a part-time job as a reporter for a newspaper in Boston.40  
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Blake BailH\ &KHHYHU¶V VHFRQG ELRJUDSKHU XVHV WKH WURSH RI WKH VWDUYLQJ DUWLVW WR
H[SODLQ&KHHYHU¶V UHOXFWDQFH WR HQWHU LQWR IXOO- or part-time employment during the first 
half of the 1930s.41 The quintessential image of the starving artist is one of a Bohemian 
outsider who sacrifices status, money, and material comfort in order to focus on creative 
expression.42 Bailey panders to this image on numerous occasions in his biography when 
KH GLVFXVVHV &KHHYHU¶V H[SHULHQFHV GXULQJ WKH 'HSUHVVLRQ +H GHSLFWV &KHHYHU JURZLQg 
KLVKDLUORQJEHFRPLQJDUHJXODUDWµUDIILVKVDORRQV¶LQ%RVWRQDQGEHIULHQGLQJ%UDKPLQ
VRFLDOLVWV DQG EXUOHVTXH GDQFHUV IROORZLQJ WKH SXEOLFDWLRQ RI µ([SHOOHG¶.43  Bailey also 
JORULILHV&KHHYHU¶VODFNRIPDWHULDOFRPIRUWGHVFULELQJKLPVKLYHULQJRYHUhis typewriter 
in an unheated shack on a wharf in Provincetown, and living on a diet of stale bread, 
UDLVLQVDQGPLONLQ1HZ<RUNLQDQµH[TXLVLWHO\VTXDOLG¶URRPLQJKRXVHLQ1HZ<RUNLQ
1934.44  
$V $OLVRQ %DLQ QRWHV µ>the] idealization of artists is fundamentally rooted in a 
romanticization of their creatLYH DELOLWLHV¶ DQG WKLV LGHDOLVation is problematic in that it 
underplays the socioeconomic loss that such marginalisation causes artists.45 Lahire argues 
that most unexceptional fanatical players of the literary game invest in the game at a 
financial loss, as Cheever clearly did in the early 1930s, not because they desire an 
XQFRQYHQWLRQDOZD\RI OLIH DQGFUHDWLYH IUHHGRPEXWEHFDXVH WKH\ ILQG WKHJDPH µPRUH
demanding than professional activities that arHFRQVLGHUHG³VHULRXV´¶.46 This is to say that 
fanatical players are compulsive insofar as they approach writing as a professional activity 
from the outset, and continue to do so no matter how unsuccessful they are. Developing 
this point, Lahire suggests that, alongside using non-literary activities to supplement their 
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literary income, fanatical players often create their own style of play in order to ameliorate 
the artistic and commercial insecurities of the literary game.  
 
This is very much the case with Cheever. Between 1930 and his debut in the 22 June 
1935 issue of The New Yorker, Cheever evolved a sociable style of play inside the literary 
game that limited his need for permanent, non-OLWHUDU\ MREV $OWKRXJK &KHHYHU¶V VHOI-
identification as a bohemian rebel in the early 1930s came at the expense of his material 
comfort, it put him into regular contact with other, better established writers including 
Cummings, Malcolm Cowley, Morris and Hazel Hawthorne Werner, James Agee, John 
Dos Passos, Edmund Wilson, and many more.47 On the one hand, and as Bailey attests, 
Cheever enjoyed the friendship and hospitality of Cummings, the Werners, and others. 
Yet, at the same time, it is clear that he was building, however haphazardly, a network of 
contacts inside the Northeastern American sector of the literary universe.  
&KHHYHU¶V VRFLDEOH VW\OH RI SOD\ KHOSHG KLP WR PLQLPLVH WKH GLVUXSWLRQ RI EHLQJ
temporarily outside of the literary game. Moreover, many of the writers Cheever 
befriended inside the game during the early 1930s became active supporters of his 
professional development. After a few months of working as a newspaper reporter, 
Cowley, the literary editor of The New Republic ZKRERXJKWDQGSXEOLVKHGµ([SHOOHG¶LQ
the magazine, intervened, suggesting that Cheever write to Elizabeth Ames, the executive 
GLUHFWRU RI <DGGR DQ DUWLVWV¶ ZRUNLQJ FRPPXQLW\ LQ 6DUDWRJD 6SULQJV 1HZ <RUN WKDW
offered room and board to struggling artists during the Depression, about the possibility of 
DYDFDQF\$OWKRXJK&KHHYHU¶s application was unsuccessful despite Cowley providing a 
OHWWHU RI UHFRPPHQGDWLRQ RQ KLV EHKDOI $PHV ZDV GUDZQ LQWR &KHHYHU¶V EXUJHRQLQJ
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professional network and, in the spring of 1934, she accepted a new application from 
Cheever.48  
Between 1934 and 1939<DGGREHFDPHDQLPSRUWDQWSDUWRI&KHHYHU¶VVWUDWHJ\IRU
playing the literary game. Cheever stayed either at Yaddo, or forty miles north of the 
Saratoga Springs estate at Lake George where Yaddo had joined together three islands to 
form a camp called Triuna, on at least eight occasions during the second half of the 1930s. 
In 1934, he stayed from spring to July, and September to October; in 1935, he stayed from 
May to autumn; in 1936, he stayed at Yaddo from February to early summer before 
heading north to run the launch at Triuna until the end of summer; in 1937, he was a 
resident at Yaddo for most of the year; and he visited again to run the launch at Lake 
George during the summer of 1939.49 Bailey concedes correctly that Cheever would not 
have survived thH'HSUHVVLRQDVDZULWHUZLWKRXW<DGGRµLW>ZDV@DQRDVLVZKHUHKHFRXOG
work in peace until four in the afternoon, then have drinks and a swim and a good dinner 
ZLWK XVXDOO\ FRQJHQLDO FRPSDQ\¶.50 He does not do so without reservation, however. 
Returning to the trope of the starving artist, Bailey argues that Cheever ingratiated himself 
with Ames in order to avoid permanent employment and prolong his unconventional 
µIUHHZKHHOLQJOLIH¶.51  
During the Depression, Ames made sure that every building on the property could 
house artists and writers. She also decreased the operating budget of Yaddo so that the 
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community could support as many artists and writers as possible. Formal breakfasts and 
dinners were replaced by a breakfast buffet and packed lunches, saving on staff time, and 
guests were instructed to perform their own housekeeping.52 While Cheever undoubtedly 
WRRN DGYDQWDJH RI $PHV¶ DOWUXLVP KH DOVR ZRUNHG D YDULHW\ RI MREV LQ EHWZHHQ KLV
residencies at Yaddo. In 1935, he moved to New York and wrote synopses of books for M-
G-M at a rate of five dollars per book. He also worked as a darkroom assistant for the 
photographer Walker Evans, for which he earned twenty dollars a week. And, finally, in 
1938, with the assistance of Nathan Asch, a writer he met while staying at Yaddo, Cheever 
got himself hired as a junior editor by the Works Progress Administration (WPA) on a 
salary of $2600 ($43,628.18 in 2015 +H ZRUNHG RQ WKH )HGHUDO :ULWHUV¶ 3URMHFW¶V
American Guide Series for six months. Returning to Yaddo to write and socialise with 
other writers in between these periods of full- and part-time employment did not represent 
a retreat from a conventional way of life for Cheever as Bailey accuses, but a renewal of 
his commitment to establish himself as a professional writer and a literary artist.  
Yaddo was part of a trend in the early twentieth century toward alternative means of 
artistic patronage and a desire to separate the production of art from the labour of everyday 
life and the restrictions of the marketplace.53 Alternative arts-driven communities like 
Yaddo were an attractive proposition for younger, less socially conventional artists, 
especially during the years of the Depression. But, as Micki McGee observes, one of the 
KD]DUGVRIZRUNLQJµLQDZRUOGDSDUW¶IURPFRQYHQWLRQDOVRFLHW\LVWKDWWKHZRUNDZULWHURU
DQDUWLVWSURGXFHVµPD\IDLOWRJDUQHUHLWKHUUHFRJQLWLRQDPRQJDEURDGHUSXEOLFRUDVSRW
LQWKHOLWHUDU\RUDUWLVWLFFDQRQ¶.54 The problem Cheever faced while at Yaddo in 1934 was 
that, if he wanted to begin to establish himself as a professional writer without first 
                                                          
52
 0LFNL0F*HHµ&UHDWLYH3RZHU<DGGRDQGWKH0DNLQJRI$PHULFDQ&XOWXUH¶in Yaddo: Making 
American Culture, ed. by Micki McGee (New York: Columbia University Press), pp. 1-17, (p. 4). 
53
 0F*HHµ&UHDWLYH3RZHU¶S 
54
 McGee, p. 12. 
80 
 
producing a novel, he needed to write more stories to the specification of large-circulation 
magazines such as ColOLHU¶V, The New Yorker, and The Atlantic Monthly.  
It is not clear whether Cheever went to Yaddo in 1934 with the intention of writing 
PRUHFRPPHUFLDOVKRUWVWRULHVRUEHJLQQLQJDQRYHODVKHUHIHUVRQO\WRµWKHZRUNLQKDQG¶
in his letter of application to Ames. This work was to focus more specifically on his 
H[SHULHQFHVRIOLYLQJLQ%RVWRQZKLFKKHFODLPHGZDVWREHµROG¶DQGµRXWRIVWHSZLWKWKH
FHQWXU\¶.55 It is difficult to separate the focus of this project from the focus of his earlier 
stories, howeYHU ,Q µ([SHOOHG¶ µ)DOO 5LYHU¶ µ/DWH *DWKHULQJ¶ DQG µ%RFN %HHU DQG
%HUPXGD 2QLRQV¶ &KHHYHU DOVR H[DPLQHG OLIH LQ FRQWHPSRUDU\ 1HZ (QJODQG IURP WKH
perspectives of temporary and permanent social outcasts alike. Although these stories 
lacked commercial appeal, Cheever was still able to sell them to little magazines. The 
same cannot be said of the only piece Cheever managed to complete amongst the striking 
and diverting mix of personalities and sensibilities he met at Yaddo in 1934, which 
included writers such as James T. Farrell, Leonard Ehrlich, and Reuel Denney, the poet 
Muriel Rukeyser, and painter Martin Craig.56  
7KH XQSXEOLVKHG µ/HWWHU IURP WKH 0RXQWDLQV¶ LV QRW D VWRU\ EXW D PHGLWDWLRQ RQ
&KHHYHU¶V JHQHUDWLRQ DQG WKHLU WHQXRXV SODFH LQ $PHULFDQ society. Bailey, who has 
H[DPLQHG WKH PDQXVFULSW GHVFULEHV LW DV µDQ RGG GRFXPHQW¶ ZULWWHQ LQ WKH VW\OH RI D
manifesto.57  Cowley attempted to get The New Republic WR SXEOLVK µ/HWWHU IURP WKH
0RXQWDLQV¶ DV µD SLFWXUH RI WKH VWDWH RI PLQG RI WKH \RXQJVWHUV¶.58  Unfortunately for 
&KHHYHU&RZOH\¶VFROOHDJXHVGRQRWDSSHDUWRKDYHKHOGWKHSLHFHLQWKHVDPHHVWHHPDV
WKH\ KDG µ([SHOOHG¶ ZKLFK LQWHUVHFWHG ZLWK D QXPEHU RI WKH PDJD]LQH¶V VRFLDO DQG
political concerns, including the influence of militarism on everyday American life, the 
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teaching of history, and the unduly harsh treatment of Nicola Sacco and Bartolomeo 
Vanzetti, the Italian-born anarchists who were controversially charged with, and later 
executed for, the murders of two men during the armed robbery of a shoe factory in South 
Braintree, Massachusetts in 1920.59 7KH IDLOXUH RI µ/HWWHU IURP WKH 0RXQWDLQV¶ WR DWWUDFW
the interest of The New Republic FRLQFLGHGZLWK&KHHYHU¶VGHSDUWXUHIURP<DGGRLQ-XO\
1934. Cheever moved to New York where he lived in Walker (YDQV¶ EDVHPHQW IODW LQ
Greenwich Village on an allowance of ten dollars a week from his brother. It was yet 
another sequence of events that left Cheever temporarily outside the literary game.  
In early 1935, after a few months of writing synopses for M-G-M, spending his free-
time with the Werners and other members of the New York literati, and a brief return to 
<DGGR &KHHYHU KDG VROG RQO\ RQH VWRU\ µ+RPDJH WR 6KDNHVSHDUH¶ ZKLFK ZDV QRW
published in Story until November 1937. When Cheever complained to Cowley about his 
VWDOOLQJ OLWHUDU\ FDUHHU RYHU GLQQHU &RZOH\ WROG KLP WKDW KLV VWRULHV ZHUH µWRR ORQJ IRU
RWKHU PDJD]LQHV WR DFFHSW IURP QHZ ZULWHUV¶.60  Of the four stories Cheever published 
between 1930 and 1932, not one was shorter than one thousand five hundred words. 
Acknowledging this, Cowley challenged Cheever to write four stories of no more than a 
thousand words in four days. The new rules Cowley imposed on Cheever resulted in him 
SURGXFLQJIRXUVWRULHVµ7KH7HDVHU¶µ%D\RQQH¶µ%XIIDOR¶DQGRQHRWKHUVWRU\WKHWLWOHRI
ZKLFKLVXQNQRZQ&RZOH\ERXJKWµ7KH7HDVHU¶RQEHKDOIRIThe New Republic; he also 
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KHOSHG&KHHYHUVHOOµ%D\RQQH¶WRParade, a periodical that folded after one issue in 1936, 
DQGSHUKDSVPRVWLPSRUWDQWO\IRU&KHHYHU¶VFDUHHUµ%XIIDOR¶WRThe New Yorker.61  
µ%XIIDOR¶ was more appealing to magazines than the work Cheever had published 
previously for a number of reasons, not least of all that it was eight hundred and seventy-
eight words in length. Although The New Yorker accepted stories up to around three 
thousand words in length from established writers and staff during the mid-1930s, its 
preference was for stories of about one thousand words from new contributors.62 This is 
because stories by new contributors were typically placed towards the back of the 
magazine alongside a raft of advertisements. $VWRU\¶VFRQWLQXDWLRQVZRXOGRQO\EHRQHRU
two columns wide, rather than the full three columns, at the back of an issue so as to allow 
two- or one-column advertisements. Because of its length, µ%XIIDOR¶was especially well-
suited to meet these requirements. The story ran just one column wide from the top of page 
sixty-seven to the middle of page sixty-nine in the 22 June 1935 issue of The New Yorker. 
Black and white advertisePHQWVIRU:LOOLDPV¶$TXD9HOYDDIWHU-shaving tonic, holidays in 
Austria, a variety of New York- and New Jersey-based hotels, Great Western champagne, 
a carpet cleaning company, and films filled the columns to its left and right (see Figure 4).   
µ%XIIDOR¶ µ7KH 7HDVHU¶ DQG µ%D\RQQH¶ ZHUH also topical, insofar as they engaged 
with the ongoing Depression by depicting a largely urban working-class American scene. 
The stories Cheever published between 1930 and 1932 focused on the travails of 
predominantly middle-class characters, and took place in and around the states of 
Massachusetts and New York. These settings included a private school in Braintree, 
0DVVDFKXVHWWV µ([SHOOHG¶ DQ HFRQRPLFDOO\ GHSUHVVHG WH[WLOH WRZQ LQ )DOO 5LYHU
0DVVDFKXVHWWV µ)DOO 5LYHU¶ DQG D ERKHPLDQ DOWHUQDWLYH FRPPXQLW\ RQ WKH RXWVNLUWV RI
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%RVWRQ µ/DWH *DWKHULQJ¶ DQG µ%RFN %HHU DQG %HUPXGD 2QLRQV¶.63  ,Q FRQWUDVW µ7KH
7HDVHU¶IROORZVDEXUOHVTXHVKRZIURP%RVWRQWR3RUWODQG2UHJRQµ%D\RQQH¶LVVHWLQD
OXQFK FDUW EHQHDWK WKH 1LQWK $YHQXH (O OLQH LQ 1HZ <RUN¶V /RZHU :HVW 6LGH DQG
µ%XIIDOR¶ LV VHW LQ DEDNHU\ in the city of Buffalo, New York. The protagonists of these 
three stories are identifiably working-FODVV 7KH PDLQ FKDUDFWHU RI µ7KH 7HDVHU¶ LV
Harcourt, the manager of a burlesque show who, as the story begins, is about to cut 
Beatrice, a dancer in her fifties, from the bill and replace her with a younger performer; in 
µ%D\RQQH¶ LW LV D ZDLWUHVV LQ KHU IRUWLHV ZKR LV UHOXFWDQW WR ZRUN DORQJVLGH \RXQJHU
ZRPHQDQGLQµ%XIIDOR¶LWLV-RHDIU\-cook, who flirts with a German waitress over his 
breakfast in a bakery.  
The subject matter of these stories, in conjunction with their working-class realist 
style, also meant they could function as colour pieces, human interest stories about 
particular people, places, and events in magazines like The New Republic, a socially and 
SROLWLFDOO\HQJDJHGSXEOLFDWLRQWKDWGLGQRWSXEOLVKPXFKILFWLRQ)RUH[DPSOH&KHHYHU¶V
sensitive description of the goings on behind the scenes of a burlesque show during the 
V LQ µ7KH 7HDVHU¶ VDZ LW LQFOXGHG LQ WKH µ2Q WKH /DERU )URQW¶ section of the 8 
September 1937 issue of The New Republic. This section featured articles on the social and 
labor issues affecting Americans living in Depression-hit rural and urban areas by political 
activist Alexander L. Crosby and social scientist Raymond G. Fuller, respectively, as well 
DV WKH PDJD]LQH¶V UHJXODU SROLWLFDO IHDWXUHV µ:DVKLQJWRQ 1RWHV¶ DQG µ2WKHU 3HRSOH¶V
0RQH\¶  
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Unlike shortening the length of his stories to make them more attractive to large-
circulation magazines like The New Yorker in which space for submissions by new 
FRQWULEXWRUVZDV UHVWULFWHGE\ WKH DPRXQWRI DGYHUWLVLQJ VSDFH VROGSHU LVVXH&KHHYHU¶V
decision to write stories about working-class life in Depression-era Boston and New York 
does not appear to have been a commercially motivated decision on his part. Cheever was 
arguably more influenced to write about the Depression by a mixture of his own 
experiences of living through it in Boston and New York in the early 1930s, and also by 
the work of some of the artists he came into contact with at Yaddo and in New York 
during the same period. While at Yaddo in 1934, Cheever socialised with Farrell, who was 
at Yaddo to work on Judgment Day (1935), the final novel in the Studs Lonigan trilogy, a 
working-class realist examination of life for Irish-Americans living in Chicago during the 
Depression. And, after moving to New York in the summer of 1934, Cheever made the 
acquaintance of Evans, then a young photographer documenting life for ordinary 
Americans in and around New York, Massachusetts, and Pennsylvania.  
7KH DEVHQFH RI DQ REYLRXV DXWKRULDO YRLFH LQ µ7KH 7HDVHU¶ µ%D\RQQH¶ DQG
µ%XIIDOR¶ZKLFKSODFHVWKHUHDGHULQVLGHWKHOLYHVRILWVFKDUDFWHUVZLWKPRUHLPPHGLDF\
than the detached first-SHUVRQSOXUDOQDUUDWLRQ&KHHYHUXVHV LQ µ)DOO5LYHU¶ LV D VWUDWHJ\
not unlike the one Farrell employs in Young Lonigan (1932). There are also similarities in 
way in which Cheever, in these stories, and Evans, in his photography of the late 1920s 
and early 1930s, scrutinise the relationship between ordinary Americans and their built 
HQYLURQPHQW GXULQJ WKH 'HSUHVVLRQ :KHUHDV &KHHYHU¶V PHHWLQJV ZLWK )DUUHOO ZHUH
isolated to Yaddo though, his friendship with Evans blossomed during the 1930s. Not only 
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GLG&KHHYHUUHQW(YDQV¶ROGIODWLQKHDOVR frequented the same intellectual circle as 
the photographer.64  
*LYHQWKHLUDIILQLW\IRUHDFKRWKHU LW LVZRUWKFRQVLGHULQJKRZ(YDQV¶DSSURDFKWR
photography might conceivably have influenced the stories Cheever wrote for Cowley in 
more detail. CommentinJ RQ (YDQV¶ SKRWRJUDSK\ LQ WKH V &KHHYHU UHPDUNHG
µ>(YDQV¶ SKRWRJUDSKV@ DUH IRU DOO RI WKHLU FRQWHPSW VQREEHU\ SUHFLRFLW\ >sic], an 
impressive record. >«@7KHUHDUHEHDXWLIXOVKRWVRIUD]HGKRXVHVYDFDQWORWVDWLQFHLOLQJ
smashed and twisted, [and] peeling bill-ERDUGV¶.65 Joseph Anthony Ward argues that Evans 
µLQVLVWV RQ GLVFRQQHFWHGQHVV >«@ RI SHUVRQ DQG SHUVRQ SHUVRQ DQG KRXVH SHUVRQ DQG
ZRUN¶LQKLVSKRWRJUDSKVRIHYHU\GD\$PHULFDQOLIHGXULQJWKHV.66 µ0RVWRIWKHIHZ
group photographs show individuals detached from each other, self-preoccupied, or gazing 
at something beyond the picture [and] the most common setting for individual portraits is a 
SXEOLF VWUHHW¶.67  ,Q WKH LQGLYLGXDO SRUWUDLW µ*LUO RQ )XOWRQ 6WUHHW 1HZ <RUN ¶ D
photograph taken during the same period as some of the photographs Cheever praises, 
Evans renders the profile of a white woman, wearing a cloche hat and a coat with a fur 
collar, in sharp focus against a blurred busy downtown street lined with people, stores, and 
advertising signs.68 By capturing the woman pensively observing something outside of the 
FDPHUD¶V IUDPH DQG EOXUULQJ WKH DFWLYLW\ DURXQG KHU (YDQV LVRODWHV DQG GLVFRQQHFWV KHU
from both the people and the environment around her.  
Cheever disconnects people from people, and people from place similarly in the 
VWRULHV KH ZURWH LQ  ,Q µ%XIIDOR¶ IRU Hxample, Cheever uses characterisation and 
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incident to frustrate an attempt by the main character of the story, a fry-cook, to make a 
personal connection in his new home, the city of Buffalo. The fry-cook is new to Buffalo 
but has no time to explore the city because of his job. When he is not working a shift at the 
lunch-cart where he is employed, the fry-cook eats his meals in a variety of local 
restaurants. He stays in the same restaurant for a period of one week before moving onto a 
new one. When he goes for breakfast in a German bakery, he befriends the young waitress 
serving him only to discover to his dismay after flirting with her that she is married to the 
middle-aged owner of the establishment. The owner does not take kindly to the fry-cook 
flirting with his wife, and the story ends with the fry-cook beating a hasty retreat from the 
bakery.  
,Qµ7KH7HDVHU¶&KHHYHUGLVFRQQHFWV%HDWULFHDGDQFHU LQKHr fifties, from people 
and place through incident and focalisation. In the story, Harcourt fires Beatrice from the 
burlesque show she stars in and leaves her at a hotel in Boston as the show travels to 
Portland. Rather than filter this turn of events through the consciousness of Beatrice, 
&KHHYHU KDV WKH QDUUDWLYH IROORZ +DUFRXUW DQG WKH VKRZ WR 3RUWODQG +DUFRXUW¶V JXLOW\
feeling concerning his firing of Beatrice emphasises her sudden isolation from both her 
vocation and her friends more profoundly in the story; it also makes her eventual return to 
the stage more triumphant. After Harcourt is forced to recall Beatrice following an injury 
to her replacement, he witnesses her bringing the house down with a performance she 
developed while alone in her hotel room in Boston. Irrespective of whether Cheever took 
SDUWRIKLVLQVSLUDWLRQIRUµ%D\RQQH¶µ7KH7HDVHU¶DQGµ%XIIDOR¶IURPWKHSKRWRJUDSK\RI
Evans or not, these stories show that, by 1935, Cheever clearly understood and 
appropriated the seriousness with which the Depression was forcing American artists to 
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UHFRQVLGHUWKHLUXQGHUVWDQGLQJRIZKDW$QQ'RXJODVUHIHUVWRDVµWKHHQWLUHSURMHFWRIWKH
8QLWHG6WDWHV¶.69  
Third, these stories are evidence of Cheever being more willing and able to tailor his 
material to suit the different editorial requirements of magazines. Bailey argues that 
&KHHYHUGLGQRWVKRZKLVµDELOLW\WRPRGXODWHKLVSURVH>«@WRVXLW WKHPDUNHW¶XQWLO WKH
early 1940s, when he was transforming his experiences of basic infantry training in the 
army into stories for The New Yorker.70 µ%XIIDOR¶ ZKLFK &KHHYHU DOVR VROG WR The New 
Yorker, shows that he was able to do this much earlier on in his career than Bailey allows, 
however. Unlike other large-circulation magazines of the 1920s and 1930s, The New 
Yorker was reluctant to publish melodramatic short stories that emphasised sensational 
incidents and surprise endings over characterisation, despite their popularity and 
prevalence.71 Consequently, the magazine developed its own form of short story, a realist 
FKDUDFWHU VWXG\ ZLWK D PLQLPDO SORW 1RW RQO\ ZDV µ%XIIDOR¶ VKRUW HQRXJK IRU The New 
Yorker to run towards the back of an issue, but it was also stylistically comparable to 
VWRULHV E\ VRPH RI WKH PDJD]LQH¶V UHJXODU FRQWULEXWRUV /LNH .D\ %R\OH¶V VWRU\ µ.UR\
:HQ¶-XO\ZKLFKWDNHVSODFHRQERDUGDERDWERXQGIRU,WDO\µ%XIIDOR¶LVVHWLQ
RQH ORFDWLRQ D *HUPDQ EDNHU\ OLNH /RXLVH %RJDQ¶V µ&RQYHUVDWLRQ 3LHFH¶  $XJXVW
 µ%XIIDOR¶ LV WROGPRVWO\ LQGLDORJXH WKH FRQYHUVDWLRQEHWZHHQ-oe and a German 
waitress; and like -RKQ2¶+DUDLQµ2YHUWKH5LYHUDQG7KURXJKWKH:RRG¶'HFHPEHU
&KHHYHUXVHVLQGLUHFWLRQWRZLWKKROGZKDW LVDFWXDOO\KDSSHQLQJLQµ%XIIDOR¶ WKDW
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-RHLVEHLQJZDWFKHGE\WKHZDLWUHVV¶KXVEDQGRQHDFKRIWKHRFFDsions he flirts with her in 
the bakery.  
Wolcott Gibbs HGLWHGµ%XIIDOR¶ for The New Yorker. Gibbs SUDLVHG&KHHYHU¶VXVHRI
indirection in the story directly on its typescript, writing µ>Q@HDW WULFN¶ LQ WKH left-hand 
margin next to the climax of the story LQZKLFKWKHZDLWUHVV¶KXVEDQGHQUDJHGDWKDYLQJ
overheard Joe asking his wife if she wants to see a movie, finally reveals his true identity 
DQG WHOOV -RH WR OHDYH WKH SUHPLVHV 7KLV LV WKH FOLPD[ RI µ%XIIDOR¶ DV LW DSSHDUV LQ WKH
typescript (with Gibbs¶HGLWVLQLWDOLFV 
He had not expected it. He had not expected anything less. She gasped as he 
had seen people gasp who were attacked by sudden pain.  
³'RQ¶W\RXJRDVNLQJKHUWRDQ\PRYLHV, young man,´WKHEDNHUVKRXWHGDW
KLP³6KH¶VP\ZLIH<RXNHHS away froPDQG\RXVWRS ORRNLQJDWKHU´ 
The young girl walked away from the table towards WKHNLWFKHQ³You get 
out of here´the baker shouted, ³<Ru leave her alone´. 
³$OULJKWDOULJKW´ Joe said. He took his coat down off the hook and slowly 
put his arms up in the sleeves.  
³+XUU\XSKXUU\XS ,¶PVLFNRIVHHLQJ\RXU IDFHDURXQG:HGRQ¶WZant 
customers like you. Get out.´72 
7KHLURQLFWZLVWHQGLQJ*LEEVFRPSOLPHQWHGLQµ%XIIDOR¶LVDGHYLFHFRPPRQWRPDQ\RI
the stories The New Yorker published during the 1930s. Cheever uses this type of ending in 
µ%XIIDOR¶ EXW QRW LQ WKH ORQJHU PRUH FRQYHQWLRQDO µ%D\RQQH¶ DQG µ7KH 7HDVHU¶ 7KLV
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suggests that he was familiar with the style of the New Yorker VWRU\DQGWKDWµ%XIIDOR¶ZDV
targeted directly at the magazine. 
Cheever appears to have been familiar with more than just the style of New Yorker 
VWRULHV$VZHOODVLWVXVHRILQGLUHFWLRQWKHSORWVWUXFWXUHRIµ%XIIDOR¶LVQRWLFHDEO\VLPLODU
WR2¶+DUD¶VHDUOLHUNew Yorker VWRU\µ2YHUWKH5LYHUDQG7KURXJKWKH:RRG¶7KHSORWRI
µ2YHU WKH 5LYHU DQG 7KURXJK WKH :RRG¶ FRQFHUQV DQ HOGHUO\ PDQ 0U :LQILHOG DV KH
travels by car to his daughter's house in Lenox, Massachusetts, in the company of his 
grand-daughter and her two young girlfriends. It is revealed that the house used to belong 
to Mr. Winfield until he sold it to his son-in-law following the death of his wife. Mr. 
Winfield sells the house back to his family largely out of guilt for having cheated on his 
wife. The story ends with Mr. Winfield being given a tray of cocoa with two cups on it by 
the maid and deciding that he will share one of the cups with Mrs. Farnsworth, one of the 
girlVKHWUDYHOOHGWR/HQR[ZLWK0U:LQILHOGNQRFNVRQ0UV)DUQVZRUWK¶V bathroom door 
and thinks that she has authorised him to enter but when he opens the door he realises, to 
KLVGLVPD\ WKDWVKHLVQDNHGµ7KHUHZDVFROGPXUGHULQ WKHJLUO¶VH\HV¶ZULWHV2¶+DUD
µDQGORDWKLQJDQGFRQWHPSWDQGWKHSURPLVHRIWKHWKRXJKWKLVQDPHIRUHYHUZRXOGHYRNH
She spoke to hLP³*HWRXWRIKHUH\RXGLUW\ROGPDQ´¶.73 $VLQµ%XIIDOR¶WKHSURWDJRQLVW
LVDORQHO\PDOHWKHFRQIOLFWRIWKHVWRU\JURZVRXWRIWKHSURWDJRQLVW¶VUHIXVDOWRJLYHLQWR
WKLVORQHOLQHVVDQG2¶+DUDGRHVQRWUHVROYHWKHVWRU\¶VVWDUWOLQJFOLPD[ 
,I µ2YHU WKH 5LYHU DQG 7KURXJK WKH :RRG¶ ZDV EHWWHU ZULWWHQ DQG PRUH
SV\FKRORJLFDOO\ WH[WXUHG WKDQ µ%XIIDOR¶ WKHQ LW ZDV EHFDXVH 2¶+DUD ZDV D PRUH
experienced writer than Cheever in 1934. Before publishing his first short story in The 
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New Yorker LQ2¶+DUDKad, in addition to writing short stories and poetry, worked as 
a film critic and a press agent; he also published his debut novel Appointment in Samarra 
in 1934. /DWHU RQ LQ KLV FDUHHU &KHHYHU UHIHUUHG WR 2¶+DUD DV µD SUR¶.74 It is therefore 
arguable, especially given the renewed commitment Cheever made to writing stories for 
large-circulation magazines like The New Yorker in 1935, that the technical and structural 
VLPLODULWLHV EHWZHHQ µ2YHU WKH 5LYHU DQG 7KURXJK WKH :RRG¶ DQG µ%XIIDOR¶ ZHUH PRUH
than coincidental.75  
As The New Republic did not publish much fiction and Parade ran for just one issue, 
WKH VDOHRI µ%XIIDOR¶ WR The New Yorker was a professional coup for Cheever. The New 
Yorker was a large-circulation general interest publication that occupied a strong financial 
position in an otherwise Depression-ravaged magazine market. Unlike several of its 
competitors, including Condé 1DVW¶V Vanity Fair, which was absorbed into its sister 
publication Vogue in early 1936 following the contraction of national advertising in the 
United States, The New Yorker was never seriously threatened by the Depression.76 The 
circulation of the New Yorker grew annually between 1925 and 1935 (its first decade) with 
sixty per FHQWRIWKHPDJD]LQH¶VVXEVFULEHUVFRQVLVWHQWO\UHQHZLQJWKHLUVXEVFULSWLRQVHDFK
year, and buyers of single issues at newsstands roughly the same in number as these 
subscribers.77  
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Between 1927 and 1940, The New Yorker was also, along with Time and The 
Saturday Evening Post, consistently in the top three American magazines in number of 
advertising pages sold. The New Yorker sold its advertising space at a significantly lower 
rate than its competitors, however. As Ben Yagoda notes, Vogue had 28,000 readers in 
New York in 1934, but an advertiser had to spend one thousand five hundred dollars a 
page to reach them. The New Yorker, with more than half of its 125,000 readers living in 
the city, charged national advertisers just eight hundred and fifty dollars a page.78 The New 
Yorker DOVR SXEOLVKHG WZR HGLWLRQV D µPHWURSROLWDQ¶ HGLWLRQ DQG D VKRUWHU µRXW-of-WRZQ¶
edition. New York-based businesses and companies could purchase a page of advertising 
LQ WKH µPHWURSROLWDQ¶ HGLWLRQ IRU WKH GLVFRXQWHG UDWH RI ILYH KXndred and fifty dollars. 
Following the Repeal of Prohibition in 1933, alcohol manufacturers began to buy up 
advertising space in The New Yorker as well. This proved especially lucrative for the 
magazine. By the end of 1934, alcohol advertising represented about seventeen per cent of 
WKHPDJD]LQH¶VJURVVDGYHUWLVLQJLQFRPHDQGIRUW\SHUFHQWRILWVLQFUHDVHGSDJHYROXPH.79 
Although magazines like Time and The Saturday Evening Post had larger circulations, The 
New Yorker ZDV LQ<DJRGD¶V YLHZDQµLQHYLWDEOHFKRLFH¶IRUEXVLQHVVHVDQGFRPSDQLHV
wanting upper-middle-class New Yorkers to purchase their goods and services during the 
Depression.80  
The New Yorker paid Cheever $45 ($777.15 in 2015IRUµ%XIIDOR¶&KHHYHUWROGKLV
friend Reuel DHQQH\WKDWKHWKRXJKWWKHVWRU\µPHGLRFUH¶EXWZDVJUDWHIXOIRUWKHPRQH\
EHFDXVH LWDOORZHGKLPWRµ>JR@DURXQG OLNHDNLGZLWKDEURNHQEDQNEX\LQJVFRWFKDQG
VRGDV DQG GDWLQJ XS HYHU\RQH , FRXOG OD\ P\ KDQGV RQ¶.81 Cheever was being slightly 
disingenuous7KHFOHDUHVWLQGLFDWLRQWKDWKHYLHZHGWKHVDOHRIµ%XIIDOR¶DVDQLPSRUWDQW
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landmark in his career as a writer is that, within a few weeks of The New Yorker accepting 
the story, he signed with the flourishing Maxim Lieber Literary Agency.82 Lieber was a 
Communist, and his agency represented all but a few writers who were close to the 
American Communist movement during the 1930s and 1940s, including Asch, Louis 
Adamic, Alvah Bessie, Erskine Caldwell, Albert Halper, and Saul Bellow. Bailey claims 
that Cheever began to self-LGHQWLI\ DVDQDSROLWLFDO FRQVHUYDWLYHDQG µUHJDUGHGKLV OHIWLVW
FRQWHPSRUDULHV ZLWK D PDMHVWLF LI SHHYLVK GHWDFKPHQW¶ E\  EXW LW LV FOHDU WKDW
Cheever was still socialising with pro-Communist artists and writers in Boston and New 
York in the mid-1930s.83 Cheever had also published at least one explicitly proletarian 
VWRU\LQµ)DOO5LYHU¶DQGZKHQKHFDPHWRWKHDWWHQWLRQRI/LHEHU in 1935, he did 
so with stories about working-FODVV H[SHULHQFH LQ WKH 8QLWHG 6WDWHV µ7KH 7HDVHU¶
µ%D\RQQH¶ DQG µ%XIIDOR¶ $OWKRXJK &KHHYHU ZDV QHYHU SROLWLFDOO\ FRPPLWWHG WR WKH
Communist cause, he clearly used his affiliation with pro-Communist artists and writers to 
his professional advantage in this instance.  
Cheever wanted a literary agent like Lieber to represent him because of his 
continuing lack of confidence in his ability to sell stories. On the one hand, Cheever 
thought this partly the fault RIKLVVWRULHVµ:KHQDQHGLWRUKLWVDQH[WURGLQDU\>sic] story 
WKH\NQRZLWDQGVRIDUP\VWRULHVKDYHQ¶WEHHQJRRGHQRXJKWRMROWWKHP¶KHZURWHLQD
letter to Elizabeth Ames a month after receiving his cheque from The New Yorker for 
µ%XIIDOR¶.84 Yet thHSUREOHP OD\ OHVV LQ WKHTXDOLW\RI&KHHYHU¶V VWRULHV DQGPRUH LQ WKH
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way he promoted them to magazine and book editors. As sociable and confident as 
Cheever was around writers and artists, he was shy and self-deprecating around most 
editors. The cover leWWHUIRUµ%XIIDOR¶DQGDQXQVSHFLILHGVWRU\WKDW&KHHYHUVHQWWR*LEEV
at The New Yorker is a case in point, beginning as it does with the following declaration: 
µ1HLWKHURIWKHVHDUHZRUOG-EHDWHUVEXW WKHZRUGVDUHSUHWW\DFFXUDWH¶.85 Remarks such as 
this GLGQRWKHOSWRUDLVHWKHH[SHFWDWLRQVRIHGLWRUVEHFDXVHWKH\EHWUD\HG&KHHYHU¶VVWDWXV
as a fanatical, rather than professional player of the literary game.  
Where Cheever was more retiring in his dealings with The New Yorker, Lieber was 
PRUH DVVHUWLYH :KHQ /LHEHU VXEPLWWHG &KHHYHU¶V VWRU\ µ%URRNO\Q 5RRPLQJ +RXVH¶ WR
The New Yorker on 26 April 1935, for example, he introduced the story confidently to 
:KLWHDVµDQRWKHUSLHFHE\-RQ>sic] Cheever, whose work surely needs no introduction to 
\RX¶.86 Lieber even went so far as to make his own editing suggestions for some of the 
stories he was submitting to The New Yorker RQ &KHHYHU¶V EHKDOI ,Q D OHWWHU
DFFRPSDQ\LQJDVWRU\FDOOHGµ6DQWD&ODXV¶ZKLFKWKHPDJD]LQHUHMHFWHG/LHEHUUHPDUNHG 
µWKH ODVW SDUDJUDSK FDQ EH RPLWWHG DV LW VWULNHV PH DV EHLQJ VRPHZKDW LUUHOHYDQW¶.87 It is 
clear that Lieber had more confidence in his ability to place stories in The New Yorker than 
KHGLG LQ&KHHYHU¶V DELOLW\DVDZULWHUDW WKLVHDUO\ VWDJH LQ WKHLU UHOationship, yet this is 
XQOLNHO\ WR KDYH FRQFHUQHG &KHHYHU EHFDXVH ZKHQ KH MRLQHG /LHEHU¶V DJHQF\ LQ 
Lieber represented eight leftist writers with one or more stories published in The New 
Yorker, including Asch, Caldwell, Halper, Langston Hughes, Grace Lumpkin, Leo C. 
Rosten, Tess Slesinger, and Leane Zugsmith.88  Having deferred to Cowley for his 
professional advice on writing saleable stories, Cheever now deferred to Lieber for his 
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commercial experience of selling them to large-circulation magazines like The New Yorker 
in an effort to establish himself as a professional player in the literary game. 
&KHHYHU¶V VHYHQ-year association with Lieber was important for his professional 
growth as a writer during the second half of the 1930s for two reasons. First, with Lieber 
handling his administrative duties, Cheever was free to concentrate fully on writing. This 
FDXVHG&KHHYHU¶VOLWHUDU\SURGXFWLYLW\WRLQFUHDVHTXLFNO\DQGVLJQLILFantly. He submitted 
nine stories to The New Yorker between 9 April and 15 November 1935, and around 
seventy more between 27 April 1936 and 9 November 1942.89  Cheever consciously 
targeted the majority of his stories at The New Yorker between April 1935 and November 
1942 because although The New Yorker paid comparatively low rates to freelance 
FRQWULEXWRUVLQWKHV/LHEHU¶VJRRGUHODWLRQVKLSZLWKWKHPDJD]LQHJXDUDQWHHGVDOHV
In addition, The New Yorker potentially offered Cheever a wider readership for his fiction 
as the magazine had high national circulation figures, being especially popular amongst the 
taste-making, book-buying American middle class. In short, appearing in The New Yorker 
was an opportunity Cheever could not afford to pass up.90  
The second reason is one of the natural outcomes of Cheever submitting an average 
of roughly ten stories a year to The New Yorker ZKLOHVLJQHGWR/LHEHU¶VDJHQF\UHMHFWLRQ
The New Yorker published just eighteen of the estimated eighty stories Cheever submitted 
to the magazine between 1935 and 1942. The New Yorker¶V UDWHRI UHMHFWLRQZDVKLJKHU
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than its rivals because, as the magazine was developing its own form of short story during 
the 1930s, its editorial requirements were stricter than those of other publications. In the 
1930s, The New Yorker UHMHFWHG&KHHYHU¶V VWRULHV IRUEHLQJ µWRRPXFK WKH URXWLQH VKRUW
story, the sort of thing the monthly short story magazines use rather than the sort of thing 
ZHXVH¶µ7KH&DPHRV¶VXEPLWWHGRQ$SULOWRRORQJµ6DQWD&ODXV¶VXEPLWWHGRQ
$SULODQGµWRRVOLJKW¶µ-RXUQH\WR6DUDWRJD¶VXEPLWWHGRQ1RYHPEHU
Rejection was not solely a negative experience for Cheever, however. He quickly learned 
to handle it in one of four ways: rewriting and resubmitting stories to The New Yorker 
weeks or even years later; submitting them to other magazines, sometimes with a new title; 
saving sections for use in subsequent stories and novels; or throwing them out altogether. 
He also benefited professionally and financially from having his stories rejected by the 
magazine just as much as he did from having them published in it.  
This is because The New Yorker¶VUHMHFWLRQVSODFHG&KHHYHULQWRGirect contact with 
better paying, less editorially exacting large-circulation magazines such as &ROOLHU¶V and 
+DUSHU¶V %D]DDU. Two years after The New Yorker UHMHFWHG µJourney to 6DUDWRJD¶ D
conventional sentimental story about a man struggling to give up gambling, Cheever sold 
the story to &ROOLHU¶V RQ WKH EDVLV RI KLV KDYLQJ VROG WKHP D VLPLODU VWRU\ µ+LV <RXQJ
:LIH¶ &ROOLHU¶V, 1 January 1938), more than six months earlier.91  µ+LV <RXQJ :LIH¶
concerns a husband who nearly loses his younger wife to a gambler she meets at a horse 
racing track. Cheever wrote the story towards the end of 1937 because he needed money to 
leave Yaddo and return to Boston and New York. Having worked closely with The New 
Yorker for over two years, the by now more experienced Cheever understood that the 
magazine paid a lower rate for fiction than &ROOLHU¶V DQGVLPLODUµJORVV\¶PDJD]LQHVVXFK
as Cosmopolitan and EsquireVRKHZURWHWKHPRUHFRQYHQWLRQDOµ+LV<RXQJ:LIH¶ZLWK
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these publications deliberately in mind. &ROOLHU¶V paid Cheever $500 ($8390.04 in 2015) 
IRU µ+LV <RXQJ :LIH¶ PRUH WKDQ GRXEOH ZKDW The New Yorker would have paid him. 
Cheever sold six of the New Yorker¶V UHMHFWLRQV WRRWKHUPDJD]LQHV LQFOXGLQJ The New 
Republic, Story, The Atlantic Monthly, &ROOLHU¶V, and +DUSHU¶V%D]DDU between 1935 and 
1942; he also wrote six original stories specifically for The Atlantic Monthly, &ROOLHU¶V, and 
Mademoiselle during the same period. The latter strategy in particular is indicative of 
&KHHYHU¶VJURZLQJFRQILGHQFHDVDSURIHVsional writer towards the end of the 1930s.  
Joining the Maxim Lieber Literary Agency clearly helped Cheever to enhance his 
knowledge of the magazine marketplace and improve his skill and productivity as a 
professional writer between 1935 and 1942. By electing to submit the majority of his 
stories to The New Yorker, a commercially successful large-circulation magazine with 
rigorous editorial requirements, Cheever exposed himself simultaneously to both the 
specialist and commercial aspects of the magazine marketplace. The New Yorker rejected 
PRUHRI&KHHYHU¶VVWRULHVWKDQLWSXUFKDVHGGXULQJWKLVSHULRGDQGWKLVIRUFHG&KHHYHUWR
overcome his perceived inability to sell his stories because if he wanted to continue writing 
for a living, he had no option but to approach other large-circulation magazines including 
&ROOLHU¶V and The Atlantic Monthly with The New Yorker¶VUHMHFWLRQV%HWZHHQDQG
1942, Cheever sold rejections to, and wrote original stories for a variety of magazines. He 
also became more capable of maintaining a moderate to high level of literary productivity 
during the occasions when he had to work non-literary jobs in the late 1930s and early 
1940s, selling three stories while working for the WPA for a year in 1938, and an average 
of six stories a year during his time in the United States Army between 1942 and 1945. For 
the first time in his writing career, then, &KHHYHU¶VDFFRPSOLVKPHQWVZHUHFDWFKLQJXSZLWK
his ambition.  
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Cheever as a Professional Player of the Literary Game, 1945 to 1964 
Just as Bailey uses the trope of the starving artist to describe Cheever in the 1930s, Susan 
&KHHYHUXVHV WKH WURSHRIYLFWLPKRRG WRGHVFULEHKHU IDWKHU¶V UHODWLRQVKLSZLWK The New 
Yorker EHWZHHQDQG,QDGGLWLRQWRFULWLFLVLQJWKHPDJD]LQH¶VSD\ment system 
for confusing and frustrating her father, she makes his experience of writing short stories 
for it seem OLNHD6LV\SKHDQVWUXJJOHµmy father devoted most of his considerable creative 
energy to writing short stories for the magazine, and he expected more than they were 
ZLOOLQJWRJLYH7KHPRQH\WKH\SDLGKLPMXVWZDVQ¶WHQRXJKWROLYHRQ²even in the years 
ZKHQ ZH FKLOGUHQ ZHUH LQ SXEOLF VFKRROV DQG WKH IDPLO\ LQ D UHQWHG KRXVH¶. 92 
Compounding this, argues Cheever, was the highly personal nature RI KHU IDWKHU¶V
relationships with his editors at the magazine, as well as his broader lack of financial 
DFXPHQ µ7KHUHZHUH WZRRU WKUHH \HDUV LQ WKHPLG-1960s when my father made a good 
GHDORIPRQH\EXWKHQHYHUHYHQWKRXJKWDERXWLQYHVWPHQW>«@,¶PQRt sure he knew the 
GLIIHUHQFH EHWZHHQ SULQFLSDO DQG LQWHUHVW DW WKDW SRLQW¶.93 Susan Cheever makes a salient 
point about her father failing to consolidate his earnings from the sales of his books and 
film rights in the late 1950s and early 1960s, but she is too dismissive of his professional 
aptitude in relation to the magazine marketplace. This section of Chapter Two argues that 
having developed a strategic understanding of the magazine marketplace during the 1930s 
using a freer, sociable style of play, Cheever adopted a more rational style of play in the 
1940s. Cheever used this style of play to consolidate his position in the marketplace and 
make writing short stories for The New Yorker his main source of income until the early 
1960s.  
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Lahire argues that most writers rely on non-literary or extra-literary jobs to support 
their literary ambition.94 8VLQJWKHFRQFHSWRIµKDELWXV¶DV3LHUUH%RXUGLHXWKHRULVHVLWµ>D@
V\VWHPRIVFKHPHVRI>«@SHUFHSWLRQWKRXJKWDSSUHFLDWLRQDQGDFWLRQZKLFKDUH durable 
DQGWUDQVSRVDEOH¶/DKLUHFRQWHQGVWKDWZULWHU-editors, writer-teachers, writer-doctors, and 
so on can suffer an identity crisis as a result of their belonging to two sets of institutional 
µKDELWXV¶WKDWDUHQRWFRQFXUUHQWZLWKHDFKRWKHULQWHUPV of their subjective and motivating 
structures.95 Cheever avoided this identity crisis because he relied on a literary job to 
support his literary ambition. But, at the same time, he also recognised that freelancing, 
µHYHQ IRU WKH PDVV PDJD]LQHV >ZDVQ¶W@ HQRXJK RI D OLYLQJ WR JHW PDUULHG RQ¶ LQ WKH
1940s.96 µ>7U\LQJ@WRZULWHRQH¶VZD\RXWRIGHEW¶DV&KHHYHUSXWLWLQKLVMRXUQDOLQ
FRXOGEH DV VWUHVVIXO DV DQ\ MRXUQDOLVW¶VGHDGOLQH µ7KHUH DUH VHYHQPRUHGD\V VL[PRUH
GD\VHWF >«@ ,KDYHDW WLPHVEHHQDEOH WRVZHDWRXWDVWRU\DW WLPHV ,¶YHIDLOHG¶ZURWH
Cheever in 1953. 97  For Cheever, then, writing stories for magazines could be as 
emotionally depleting and time consuming as any non-literary job. 
The editorial correspondence in The New Yorker 5HFRUGVVKRZVWKDWWKHPDJD]LQH¶V
fiction department supported Cheever unequivocally between 1935 and 1963, providing 
him with confidence and financial aid. The Records also reveal that Cheever was at no 
point during this period an inferior in his relationship with The New Yorker. Cheever 
negotiated short-WHUPSD\PHQWDUUDQJHPHQWVZLWK WKHPDJD]LQHZKLOH VLJQHG WR/LHEHU¶V
agency in the early 1940s, and, later, agreed the terms of his first-reading agreement each 
\HDU&KHHYHU¶VHGLWRUVGLGQRWDSSO\DVLQgle story payment, cost of living adjustment, or 
quantity bonus payment to his debt with the magazine without his authorisation. Cheever 
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was not a victim of the magazine business during his career as his daughter insists he was. 
Rather, he acted pragmatically: in lieu of any viable professional alternatives in the early 
1940s, he prioritised his relationships with large circulation magazines and utilised his 
primary skill-set to earn his living. 
The United States Army discharged Cheever on 27 November 1945. Cheever served 
in the army for three years, six months, and twenty days; it was the last non-literary job he 
would ever work. From 1945 until his death in 1982, Cheever was a professional player 
who earned his living by playing and living off the proceeds from the literary game. But 
this did not happen overnight. Cheever realised as early as 1940 that it was possible to earn 
a living from writing short stories if he adopted a rational style of play. And in September 
1940, he made the best move consistent with his circumstances. After failing to get a job 
as a junior editor at The New Republic, Cheever signed an arrangement with The New 
Yorker to write twelve stories in return for thirteen weeks of advance payments.98 Cheever 
approached The New Yorker instead of other popular magazines for a number of practical 
reasons.  
First, Cheever got on well with his editors at the magazine. Between 1935 and 1937, 
Gibbs oriented Cheever in the editorial and financial practices of The New Yorker¶VILFWLRQ
department. Gibbs also provided Cheever with significant professional encouragement and 
SHUVRQDO VXSSRUW &KHHYHU¶V QH[W HGLWRU DW WKH PDJD]LQH, Maxwell, enhanced this 
professional dynamic by developing a close friendship with Cheever. Between 1938 and 
1939, Maxwell got cheques for stories sent out quickly to Cheever when he could not 
afford to leave Yaddo. He also invited Cheever to his office to discuss revisions to stories 
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on the cusp of rejection.99 /REUDQRZKREHFDPH&KHHYHU¶VHGLWRULQODWHDQGKHOSHG
to broker his agreement for advance payments in 1940, maintained this bond.100 Second, 
DOWKRXJKQRYHOVZHUH&KHHYHU¶s best hope of long-term critical and commercial success, 
he could not afford the spare time to write them without a main source of income. Having 
struggled to settle into a non-literary career, Cheever realised writing short stories for 
magazines could become a second job for him in the way that non-literary professions 
such as teaching and extra-literary professions such as editing were for other writers. 
Third, The New Yorker was the only popular magazine that offered freelance contributors 
like Cheever a salary arrangement. Cheever experienced modest commercial success from 
his writing towards the end of the 1930s, but, if he could not get a non-literary or extra-
literary job, he needed his writing to provide long-term subsistence rather than short-term 
profit. In this respect, The New Yorker, which rewarded exclusivity with annually renewed 
FRQWUDFWVZDV&KHHYHU¶V best option.  
The magazine had two payment systems for writers after 1938: a drawing account 
for employees and a first-reading agreement for freelance contributors. Staff reporters had 
drawing accounts with The New Yorker. This system was put in place during the late 1920s 
and it allowed staff reporters to draw a fixed amount of money from the magazine each 
week²one hundred and twenty-five dollars a week was common in the 1930s and 1940s. 
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Staff reporters were also able to sell their pieces against this increasing debt over an agreed 
period of time. 101  Ross intended the drawing account to encourage productivity and 
DVVXDJH D FRQWULEXWRU¶V ILQDQFLDO LQVHFXULW\.102  Young freelancers found the drawing 
account appealing for the latter reason; but, as Thomas Kunkel points out, it ZDVµDQ[LHW\-
LQGXFLQJ¶ IRU VWDII UHSRUWHUV.103  If they struggled to maintain steady productivity and 
generate new ideas that interested Ross, their debt only increased. 104 In recognition of this, 
the magazine offered freelance contributors the more flexible first-reading agreement from 
1938 onwards.  
Lobrano implemented the first-reading agreement when he took over as The New 
Yorker¶V KHDG RI ILFWLRQ LQ  7KH DJUHHPHQW DIIHFWHG WKH UHODWLRQVKLS EHWZHHQ D
freelance contributor and the magazine in several ways. It granted the magazine first 
refusal on any fiction, humour, reminiscence, and casual essays contributors produced. 
This meant that contributors could only sell their work to other publications once The New 
Yorker rejected it. The agreement also guaranteed contributors a basic rate of payment for 
their work. It did this according to an alphabetical rating system designed to check the 
length and quality of submissions. Using this system, editors graded each submission, 
µ$$$¶µ$$¶µ$¶µ%¶µ&¶DQGµ'¶,QDQµ$$$¶-rated fiction submission earned 
its contributor twenty eight cents for the first one thousand five hundred words and 
fourteen cents IRUWKHUHVW:KHUHDVDµ'¶-rated submission earned its contributor just eight 
cents for the first one thousand five hundred words and four for cents the rest (see Figure 
5).  
                                                          
101
 Thomas Kunkel, Genius in Disguise: Harold Ross of The New Yorker (New York: Carroll and Graf, 
1996), p. 321.  
102
 Kunkel, Genius in Disguise, p. 321.  
103
 Kunkel, pp. 320-21. 
104
 Kunkel, p. 321. 
102 
 
Each contributor agreed a specific rate with The New Yorker when they signed the 
first-reading agreement. The magazine maintained a policy of paying them more than their 
agreed rate if it considered their work exceptional though. This alphabetical rating system 
applied to work by staff reporters and freelance contributors alike. The first-reading 
agreement also offered contributors extra payments in return for their exclusivity, adding a 
twenty-five per cent premium calculated on the base price of each submission. The New 
Yorker paid contributors a quarterly cost of living adjustment payment (COLA) as well. It 
calculated COLA as a percentage of how much the cost of living index increased during 
the month preceding the sale of a story. The magazine then added this percentage to the 
base price of the purchased story. A further incentive not mentioned in the first-reading 
agreement was the quantity bonus. For example, if a contributor sold six or more stories to 
The New Yorker during a twelve-month period, the magazine added a quantity bonus of 
twelve-and-a-half, fifteen, or twenty-five per cent to the base price of each. Like the 
alphabetical rating system, quantity bonuses also applied to staff reporters and freelance 
FRQWULEXWRUV %RWK /REUDQR¶V ILUVW-UHDGLQJ DJUHHPHQW DQG WKH VWDII UHSRUWHUV¶ GUDZLQJ
account rewarded consistent productivity with long-term subsistence. But of the two 
arrangements, only the first-reading agreement encouraged productivity and loyalty 
without financial indebtedness. Accepting this risk, Cheever opened a drawing account 
with The New Yorker in 1940.105 
Critics aVVXPH WKDW &KHHYHU¶V LQDXJXUDO ILQDQFLDO DUUDQJHPHQW ZLWK WKH PDJD]LQH
was a first-reading agreement rather than a drawing account. This assumption is based on 
6XVDQ &KHHYHU¶V FODLP WKDW KHU IDWKHU VLJQHG D ILUVW-reading agreement with The New 
Yorker every year between 1935 and 1982.106 &KHHYHU¶V OHWWHUV UHYHDO WKDW LQ  DW
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around the same time as he was attempting to get a job at The New Republic, he was 
writing a Christmas story for Mademoiselle µ$3UHVHQWIRU/RXLVD'HFHPEHUDQGD
story for +DUSHU¶V%D]DDU µ7KH(GJHRIWKH:RUOG¶-XQH.107 This would not have 
been possible under the terms of The New Yorker¶V ILUVW-reading agreement, which gave 
WKHPDJD]LQHILUVWUHIXVDORQDFRQWULEXWRU¶VZRUN,I&KHHYHUZDVXQGHUFRQWUDFWKHFRXOG
only sell a story to another magazine after The New Yorker rejected it, not before, so it is 
unlikely that he was writing expressly for other publications. Furthermore, The New 
Yorker¶Vfirst-reading agreement incentivised productivity, whereas the steadily increasing 
debt of a drawing account demanded it. The spike in the number of stories Cheever 
published in the magazine between 1940 and 1942, the period through which Cheever 
extended the arrangement, suggests an urgency on his part that was absent towards the end 
of the 1930s.108  Cheever published just two stories in The New Yorker in 1939. He 
published eleven stories in the magazine in 1940; seven in 1941; and seven in 1942. 
Indeed, after opening his drawing account with The New Yorker in 1940, Cheever referred 
WRLWDVKLVµFRQWUDFW¶ZLWKWKHPDJD]LQHDQGZURWHWKHIROORZLQJVWDWHPHQWRILQWHQWLQKLV
MRXUQDOµ,KDYHWZHOYHVWRULHVWRZULWHDQGWKH\¶OOEHJRRG¶.109  
The amount of money Cheever drew from the magazine each week is unknown. But, 
if one hundred and twenty five dollars a week was the going rate for employees during this 
SHULRG WKHQ LW VHHPV UHDVRQDEOH WR DVVXPH WKDW &KHHYHU¶V GUDZ ZDV ZRUWK D VLPLODU
amount. One hundred and twenty-five dollars was roughly half the amount Cheever 
received from The New Yorker for a story in the early 1940s: the magazine paid him a base 
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price of $210 ($3548.99 in 2015IRUµ7KH1HZ:RUOG¶1RYHPEHURQ2FWREHU
1940, for example. It is therefore easy to see what Cheever was thinking in September 
1940: if he produced twelve stories in thirteen weeks for The New Yorker, he would make 
for himself a sum of money equal to the initial total advance payment made by the 
magazine. Of course, the reality was somewhat different. On 25 March 1941, three days 
EHIRUH WKH DUUDQJHPHQW ZDV GXH WR H[SLUH &KHHYHU¶V GHILFLW ZLWK WKH PDJD]LQH ZDV
seventy dollars.110 
There is no reference to Cheever having a first-reading agreement with The New 
Yorker before 1943 in the Records. The first piece of editorial correspondence in the 
5HFRUGV DERXW &KHHYHU¶V ILUVW-reading agreement with The New Yorker is a letter from 
Lobrano to Cheever dated 30 January 1945. Lobrano confirms that the magazine is 
extending the bonus cycle for writers in the Armed Forces to eighteen months in the letter. 
µ>7KDW@ PHDQV¶ ZULWHV /REUDQR µWKDW \RX¶YH HDUQHG WKH ò ERQXV RQ \RXU ODVW VL[
VWRULHV6RKHUH¶VRXUFKHFN¶&KHHYHUZRXOGKDYHRQO\EHHQHOLJLEOHIRUWKLVSD\PHQWLIKH
was under contract to the magazine. The bonus cycle to which Lobrano is referring began 
in July 1943, which is roughly a year after Cheever terminated his drawing account with 
the magazine.  
The second piece of evidence in the Records is a letter from Ik Shuman, the 
managing editor of The New Yorker, to the army on 4 May 1942. Shuman asked the army 
to give Cheever a ten day furlough so that he could write stories for the magazine. He 
H[SODLQHGWKDWLI&KHHYHU¶VZRUNZDVQRWFRPSOHWHGLWµZRXOGEHZLWKRXWYDOXHHLWKHUWR
us or to him, and would result in a loss to uV ERWK¶.111 The army refused to issue the 
furlough. Some critics argue that this is evidence of The New Yorker ZDQWLQJ µWR NHHS
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>&KHHYHU@RXWRIKDUP¶VZD\¶GXULQJWKHZDU.112 But Shuman is moving to protect The New 
Yorker¶V ILQDQcial loss in this letter. Both the magazine and the contributor lost money 
under the terms of a drawing account if the latter could not produce work. The contributor 
was also liable for the money The New Yorker paid to them via a drawing account. In 
contraVWWKHPDJD]LQH¶V first-reading agreement had less risk attached to it for both parties. 
A contracted freelancer was under no financial obligation to write stories for the magazine 
because a non-productive first-reading agreement only cost the magazine a signing-on 
bonus of one hundred dollars (this amount varied depending on the reputation of the author 
but one hundred dollars was the basic rate) and a couple of thousand dollars of COLA 
payments. There would be little need for Shuman to request a furlough for Cheever if he 
had a first-reading agreement with the magazine.  
The third piece of evidence in the Records is an interoffice memo dated 15 January 
1947 from Harding T. Mason to Fred Norman. Mason KDQGOHG WKH PDJD]LQH¶V PRQH\
matters between 1937 and 1$OLDLVRQEHWZHHQ WKHPDJD]LQH¶VHGLWRUVDQG LWVERRN-
NHHSLQJ GHSDUWPHQW 0DVRQ¶V UHVSRQVLELOLWLHV LQFOXGHG RUGHULQJ RIILFH HTXLSPHQW
scheduling vacations, assigning office space, and calculating payments for contracted and 
non-contracted contributorV ,Q KLV PHPR WR 1RUPDQ 0DVRQ H[SODLQV WKDW &KHHYHU¶V
ERQXVF\FOHVKRXOGQRWEHH[WHQGHGWRLQFOXGHDVWRU\FDOOHGµ7KH%HDXWLIXO0RXQWDLQV¶
)HEUXDU\DVµWKHWHQWKSLHFH¶LQDQH[WHQGHGERQXVF\FOHZKLFKEHJDQRQ0DUFK
1945.113 7KHGDWHV/REUDQRDQG0DVRQJLYHLQ WKHLUFRUUHVSRQGHQFHIRU&KHHYHU¶VERQXV
cycles suggest he signed a first-reading agreement with The New Yorker in July 1943.  
If Cheever signed a first-reading agreement with the magazine in 1943, as the 
Records suggest, then it is because his circumstances changed during the Second World 
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:DU :ULWLQJ VWRULHV IRU RWKHU PDJD]LQHV ZDV D OXFUDWLYH SDUW RI &KHHYHU¶V ZRUNLQJ
practice in the 1930s and early 1940s.114 The drawing account complemented this style of 
play because it guaranteed Cheever a regular income from The New Yorker without 
decreasing his flexibility to write for more commercial magazines, such as &ROOLHU¶V, 
Mademoiselle, and +DUSHU¶V%D]DDU.115 Cheever was also actively seeking an extra-literary 
second job before the war, and there is evidence to suggest he viewed The New Yorker as a 
potential employer. During the second year of his drawing account, Cheever instructed 
Lieber to submit an article about the Saratoga Springs racecourse to William Shawn, the 
head of the fact department at The New Yorker. In a letter dated 19 August 1941 
DFFRPSDQ\LQJ WKH VXEPLVVLRQ /LHEHU ZURWH µ$OWKRXJK -RKQ&KHHYHU ILOOV D SRUWLRQ >RI
the magazine] quite regularly with his fiction, you may not be averse to having an article 
RIKLV¶. 116 6KDZQGLVDJUHHGDQGUHMHFWHGWKHDUWLFOHDZHHNODWHUµ>LW@MXVWGLGQ¶WVWDQGXS
DV D IDFWXDO VWRU\ IRU XV EHFDXVH WKH PDWHULDO ZDVQ¶W IUHVK HQRXJK¶ KH H[SODLQHG WR
Lieber.117  
After the army inducted Cheever on 7 May 1942, it became difficult for him to find 
time to write stories or articles for magazines. He joked in a letter to Maxwell that he spent 
DV PXFK WLPH µPRRQLQJ RYHU OLWHUDU\ LGHDV¶ DV KH GLG µFKDVLQJ D WUDLQLQJ VWLFN ZLWK D
ED\RQHW¶LQWKHILUVWIHZZHHNVRIKLVEDVLFLQIDQWU\WUDLQLQJ.118 But in reality, training took 
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precedence over writing early on in his enlistment. During the first two months of his basic 
training, Cheever managed to submit just two stories to The New Yorker µ:KHUH:LOO ,W
$OO(QG¶DQGDQXQVSHFLILHGSLHFH/REUDQRUejected both stories, and towards the end of 
June, Cheever stopped his drawing account with the magazine altogether. This was a 
sensible decision by Cheever because the drawing account was untenable for someone in 
his circumstances. It put him into debt with The New Yorker while demanding a high level 
of productivity he could not achieve in the army. In contrast to the drawing account, the 
first-reading agreement put no financial pressure on Cheever to produce stories; it also 
provided him and his wife with subsistence in the form of COLA payments.119  
Even so, the Records show that Cheever did not sign a first-reading agreement with 
the magazine for a year immediately after ending his drawing account. It is most likely the 
case that Cheever was able to supplement his income from the army with the proceeds 
from his literary activities between July 1942 and July 1943. After completing his basic 
WUDLQLQJDW&DPS&URIWLQ6RXWK&DUROLQD&KHHYHU¶VSODWRRQUHORFDWHGWR&DPS*RUGRQLQ
Georgia. By October 1942, Cheever conceded to his friends, Cummings and his wife, 
PRGHO0DULRQ0RUHKRXVHWKDWOLIHLQWKHDUP\ZDVQRWµEDGDWDOO¶µWKH$PHULFDQVROGLHU
is in greater danger of being killed by kindness and indigestion that [sic] he is of being 
NLOOHG E\ WKH *HUPDQV¶.120 He also found time available to write stories and correspond 
both with his editors at The New Yorker and book publishers in New York. In the autumn 
RI&KHHYHUVROGµ3UREOHP1R¶2FWREHUDQGµ7KH0DQ:KR:DV Very 
+RPHVLFNIRU1HZ<RUN¶1RYHPEHUWRThe New Yorker for $250 ($3628.82 in 
2015) and $365 ($5298.08 in 2015). He also met with Bennett Cerf of Random House 
while on furlough in mid-September to negotiate the publication of his debut collection of 
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short stories, The Way Some People Live (1943). Cerf paid Cheever an advance of $250 as 
part of the deal, and Random House published The Way Some People Live in early March 
1943. With no weekly draw to pay off, these payments were, if not ample, then at least 
enough money for the Cheevers to live off during the last few months of 1942.121  
Cheever was also exploring opportunities for advancement in the army, partly to 
keep himself away from the European and Pacific combat theatres, and partly to increase 
his earnings. In early 1943, Cheever began editing a weekly regimental newspaper. Then, 
in March 1943, The Way Some People Live, which sold almost two thousand copies at full-
price, caught the attention of Leonard Spigelgass, a former M-G-M executive who was a 
major in the United States Army Signal Corps. As well as developing and testing 
communication, information, and weapon systems, the Signal Corps employed writers and 
film-makers to produce training films for army and civilian personnel. The Signal Corps 
Photographic Center was responsible for this, and it operated out of the old Paramount 
Studio in Queens, New York. Within a few months of reading The Way Some People Live, 
Spigelgass had Cheever transferred to Queens to write scripts for training films.  
This decision returned Cheever to New York, the centre of his personal and 
professional life before the United States entered the war, and to his wife, who was 
pregnant with their first child Susan; it also re-established writing as his second job. The 
first-UHDGLQJDJUHHPHQWFRPSOHPHQWHG&KHHYHU¶VPRUHVWDEOHSURIHVVLRQDOVLWXDWLRQDWWKH
same time as providing extra subsistence for his young family. Between August and 
November 1943, Cheever published three stories in The New Yorker. This took the total 
number of stories he sold to the magazine during 1943 to six. In 1944, Cheever published 
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three stories in The New Yorker, and a rejection in Good Housekeeping. During 1945, the 
last year of the war, Cheever published four stories in The New Yorker and a rejection in 
Good Housekeeping&KHHYHU¶s literary productivity during this period was lower than it 
had been in 1941 and 1942, which is understandable given his military responsibilities. 
1HYHUWKHOHVVERWK&KHHYHU¶VSURGXFWLYLW\DQGKLVGHFLVLRQWRZULWHVtories specifically for 
The New Yorker again are consistent with that of a freelance contributor working under the 
terms of a first-reading agreement.  
Cheever committed himself to writing stories for The New Yorker at a point in time 
when the magazine was re-evaluating its method of pricing the fiction pieces it bought 
from staff writers and freelance contributors. The earliest sign of this in the Records is an 
interoffice memo dated 12 November 1946 from Ross to R. Hawley Truax, the treasurer of 
the magazine, and Mason. In the memo, Ross explains that The New Yorker VHWµWKHILIWHHQ
KXQGUHGZRUGERJH\ZLWKKXPRXURXVSLHFHVSULPDULO\LQPLQGµRUI GLGDWDQ\UDWH¶EXW
WKDWµ>LW@LVKRSHOHVVWRWKLQNWKDWZHFDQKROGILFWLRQVWRULHVWRILIWHHQKXQGUHGZRUGV¶.122 
Ross was responding belatedly to this issue because contributors had, in fact, been 
extending the length of the New Yorker VWRU\ VLQFH WKH HDUO\ V ,UZLQ 6KDZ¶V µ7KH
&LW\:DVLQ7RWDO'DUNQHVV¶UDQMXVWRver six thousand words in The New Yorker¶VLVVXHRI
30 August 1941. This was more than double the three thousand word limit preferred by the 
PDJD]LQH¶V ILFWLRQ GHSDUWPHQW 2QO\ RQH RI WKH WKUHH VWRULHV 6KDZ SXEOLVKHG LQ WKH
magazine during 1941 was shorter WKDQ ILYH WKRXVDQG ZRUGV µ0DWHULDO :LWQHVV¶ 
)HEUXDU\ ZKHUHDV &KHHYHU¶V VWRULHV UDQ QR ORQJHU WKDQ WKUHH WKRXVDQG ILYH KXQGUHG
words on average during the same year. Although Ross instituted all-fiction issues of The 
New Yorker to accommodate the work of contributors like Shaw, he did not amend the 
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payment system.123 This suggests that Ross regarded Shaw as the exception rather than the 
rule amongst freelance contributors during the early 1940s. 
However, the almost year-on-year increase in the average lHQJWKRI&KHHYHU¶VILFWLRQ
submissions to The New Yorker between 1941 and 1946 impOLHV WKDW 6KDZ¶V EHKDYLRXU
gradually became the norm amongst contributors. From 1935 to 1942, Cheever wrote a 
novella-length story for The Atlantic Monthly, and stories of more than four thousand 
words for &ROOLHU¶V and +DUSHU¶V %D]DDU. Yet he more or less adhered to the fiction 
GHSDUWPHQW¶V OLPLW RI WKUHH WKRXVDQG ZRUGV ZKHQ ZULWLQJ VWRULHV IRU The New Yorker 
during the same period.124 Cheever only began to write longer stories for the magazine 
after joining the Signal Corps in 1943.125  
The average length of the six stories Cheever sold to The New Yorker in 1943 was 
roughly four thousand words, making them twice as long as any of the stories he sold to 
the maga]LQH LQ  DQG  &KHHYHU¶V DUP\ VWRU\ µ6HUJHDQW /LPHEXUQHU¶ UDQ MXVW
short of six thousand words in The New Yorker¶V LVVXHRI0DUFK'XULQJ
WKH DYHUDJH OHQJWKRI&KHHYHU¶V VWRULHVGHFUHDVHG WR WKUHH WKRXVDQG WZRKXQGUHGZRUGV
Between  DQG  KRZHYHU WKH DYHUDJH OHQJWK RI &KHHYHU¶V New Yorker stories 
LQFUHDVHGWRIRXUWKRXVDQGIRXUKXQGUHGZRUGV&KHHYHU¶Vµ7KH6XWWRQ3ODFH6WRU\¶ZKLFK
DSSHDUHGLQWKHPDJD]LQH¶VLVVXHRI-XQHULYDOOHGRQHRI6KDZ¶VDWQHDUO\VHYHQ
thousand words long. A few months later, on 20 December 1946, The New Yorker 
LQIRUPHG LWV VWDII UHSRUWHUV DQG IUHHODQFH FRQWULEXWRUV WKDW LW ZDV QR ORQJHU µUHZDUGLQJ
EUHYLW\¶ DQG SD\LQJ WKH KLJKHU ZRUG-rate for the first two thousand words of each 
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submission.126 µ$IWHU FRQVLGHUDWH WKRXJKW¶ UHDG WKH FORVLQJ VHQWHQFHRI WKH OHWWHU µLW KDV
EHHQ DJUHHG WKDW WKLV LV IDLUHU¶. 127  The increased word bogey proved lucrative for 
contributors. Cheever, who was paid the A-rate of twenty cents for the first one thousand 
five hundred words of a piece and ten cents for the remaining wordage in the mid-1940s, 
made an additional one hundred dollars on each story he sold to The New Yorker from 
December 1946 onwards.  
On the one hand, the increase in the word bogey in 1946 can be viewed as part of the 
PDJD]LQH¶VSURILWREMHFWLYHEHWZHHQWKHPLG-1930s and the mid-1940s. During this period, 
the New Yorker used the revenue it generated from advertising to increase the budget of its 
editorial department by an average of ten per cent each year.128  Managing editor Ik 
6KXPDQ ZDV UHVSRQVLEOH IRU WKLV VWUDWHJ\ µ>7KH@ PRUH ZH VSHQW RQ WKH PDJD]LQH¶ KH
expODLQHGWRKLVFROOHDJXH-DPHV7KXUEHULQ WKHVµWKHORQJHUZHKHOGFRQWULEXWRUV
WKHJUHDWHUJUHZWKHFLUFXODWLRQDQGWKHKLJKHUJUHZWKHDGYHUWLVLQJUDWH¶.129 Indeed, by the 
early 1940s, every dollar The New Yorker spent on its contributors produced about three 
dollars in revenue.130 On the other hand, the change to the word bogey was one of a series 
of measures undertaken by Ross during the mid-1940s to ensure that authors were, in his 
ZRUGVµGRQHULJKWE\¶.131  
Two of these measures²notifications of payment for contributors, and inter-
departmental liaising regarding contributor payments²ZHUH WKH UHVXOWRI WKHPDJD]LQH¶V
administrative infrastructure, which depended on strong inter-departmental 
communication. In a memo dated 10 October 1945, Ross instructed Mason to ensure that 
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µ>DOO@ZULWHUVRQGUDZLQJDFFRXQWV>«@JHWDVOLSWHOOLQJWKHPWKDWVXFKDQGVXFKDSLHFH
KDVEHHQSDLG IRU DQG WKDW VXFKDQGVXFKDQDPRXQWKDVEHHQDSSOLHG WR WKHLUDFFRXQWV¶ 
after discovering that Gibbs was not notified of the amounts the magazine paid for his 
contributions.132 This system kept any staff and contributors on drawing accounts up to 
date with their indebtedness. There is also evidence in the Records of Mason supplying 
editors with calculations of contributor payments in advance of contract negotiations. On 
23 January 1948, Mason sent a memo to Lobrano ahead of his meeting with S. J. Perelman 
about a new first-reading agreement. The memo included a comparison of the prices the 
magazine was willing to pay for a casual 3HUHOPDQKDGUHFHQWO\VXEPLWWHGµ7KH6ZHHWHU
WKH 7RRWK 7KH 1HDUHU WKH &RXFK¶  )HEUXDU\  ERWK ZLWK DQG ZLWKRXW DQ
agreement.133 Mason informed Lobrano that Perelman was paid at the AAA-rate (twenty-
eight cents for the first two thousand words and fourteen cents for the remainder).134 
Without an agreement, Perelman stood to earn $690 ($6774.00 in 2015) for the casual; 
with the agreement (which included COLA at twenty-five per cent, as well as a twenty-
five per cent premium), the price of the casual doubled to $1309.20 ($12,852.92 in 
2015).135 7KLVPHDVXUHFRPSOHPHQWHGWKHPDJD]LQH¶VEXVLQHVVPRGHOEHFDXVHLWs rates of 
pay were transparent and the magazine was not significantly disadvantaged in 
negotiations. 
The New Yorker also turned to technological solutions to ensure that staff reporters 
and freelance contributors were paid as quickly as possible during the second half of the 
1940s. In a letter dated 15 September 1948, Ross informed Thurber that the magazine was 
now using a Varityper, a specialised Hammond typewriter (the Hammond Multiplex, first 
                                                          
132
 New Yorker Records, NYPL, Harold Ross General Files, Box 35, fol. 7, Harold W. Ross to Harding T. 
Mason, 10 October 1945. 
133
 New Yorker Records, NYPL, Administrative Files, Box 960, fol. 10, Harding T. Mason to Gustave S. 
Lobrano, 23 January 1948.  
134
 New Yorker Records, NYPL, Administrative Files, Mason to Lobrano, 23 January 1948. 
135
 New Yorker Records, NYPL, Administrative Files, Mason to Lobrano, 23 January 1948. 
113 
 
produced in 1913) capable of using over three hundred different type styles, adjusting the 
space between characters, and producing right-MXVWLILHGFRS\ WRµFXWGRZQFRUUHFWLRQV at 
WKH SULQWHUV DQG >«@ WR JHW WKLQJV PHDVXUHG XS DQG SDLG IRU TXLFN¶.136 The Varityper 
produced multiple final proofs of stories and articles at a much lower cost than did 
FRQYHQWLRQDOSULQWHUV¶PHWKRGV.137  
Consequently, The New Yorker¶V Hditors were able to issue contributors a cheque 
worth up to seventy-five per cent of the base price of a submission within a few days of the 
magazine agreeing to purchase it.138 In the early 1940s, Cheever was used to waiting for up 
to two weeks for a cheque from +DUSHU¶V%Dzaar.139 At The New Yorker, Cheever received 
the initial payment for a submission within one week of its sale, and, if the wordage of the 
piece increased during editing, a cheque for an additional payment within another week or 
so. This measure shows that although The New Yorker could not always pay its freelance 
contributors as much as its large-circulation competitors on a per-submission basis, it 
understood that many of them lived from sale to sale and adapted its payment system to 
suit this practice.   
Having committed himself to earning his living from his literary activity following 
the end of the Second World War, Cheever worked comfortably within the parameters 
Ross established for The New Yorker¶V SD\PHQW V\VWHP LQ WKH ODte 1940s. It was the 
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UHVSRQVLELOLW\RIWKHPDJD]LQH¶VHGLWRUVWRLVVXHDQGH[SODLQHDFKSD\PHQWWRFRQWULEXWRUV
DQG&KHHYHU¶VHGLWRUVGLGWKLVZLWKRXWH[FHSWLRQYLDOHWWHUVWKURXJKRXWKLVDVVRFLDWLRQZLWK 
The New Yorker. These notifications ranged in their level of detail. At their simplest, they 
LQIRUPHG&KHHYHURIDFRPSOHWHSD\PHQWIRUDVWRU\µ+HUH¶VWKHFKHFNIRU7KH&KLOGUHQ¶
ZURWH0D[ZHOO LQD OHWWHUGDWHG-XQH µDQG LW LV WKH WKLUGSLHFH LQDERQXVF\FOH
WKDW GRHVQ¶W HQG XQWLO QH[W 'HFHPEHU¶.140 When they became more complicated, it was 
usually because of a unique situation. In a letter to Cheever dated 26 July 1950, Lobrano 
explained that an additional payment of $415 ($4074.22 in 2015ZDVGXHRQ&KHHYHU¶V
VWRU\µ7KH3RWRI*ROG¶2FWREHUEHFDXVH 
when we bought that piece we had the old payment system in effect²you 
know, so much for the first 2000 words and half of so much for the 
balance²and that the new 50-50 system went into effect about three weeks 
later. So everybody feels that it would be fair to make the additional 
SD\PHQW1RZ ,¶YHEHHQDVNHG WR DVN \RXZKHWKHU \RXZDQW DQ\RI WKDW
additional payment applied to your debt here, and meanwhile the check is 
being held up.141  
6XVDQ&KHHYHUDUJXHVWKDWZKLOHKHUIDWKHUKDGµWUHPHQGRXVUHVSHFW¶IRU WKHSURIHVVLRQDO
judgement of his editors at The New Yorker, he was the clear inferior in the relationship.142 
This letter is important because it acts as a corrective to his daughtHU¶V YLHZ DW OHDVW LQ
WHUPV RI &KHHYHU¶V ILQDQFLDO UHODWLRQVKLS ZLWK WKH PDJD]LQH $V SDUW RI &KHHYHU¶V ILUVW-
reading agreement with The New Yorker, he had a drawing account of two thousand 
dollars. Unlike the account he had with the magazine in the early 1940s, this drawing 
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account functioned like an overdraft facility. When Cheever sold a story to The New 
Yorker under the terms of his agreement, he decided whether or not to put some or all of 
the payment towards his debt. This put Cheever in a much stronger financial position in 
relation to The New Yorker than his daughter allows. 
The editorial correspondence in the Records shows that Cheever was not at all 
confused by his financial arrangements with The New Yorker during the 1940s and 1950s. 
,IDQ\WKLQJWKHFRPELQDWLRQRIWKHPDJD]LQH¶VILQDQFLDOWUDQVSDUHQF\DQGWKHIOH[LELOLW\RI
his drawing account emboldened Cheever in his dealings with his editors after 1946. 
5HSO\LQJWR/REUDQR¶VOHWWHUFRQFHUQLQJWKHDGGLWLRQDOSD\PHQWRQµ7KH3RWRI*ROG¶RQ
-XO\&KHHYHUZURWHµ,ZRXOGDSSUHFLDWHLWYHU\PXFKLIQRGHGXFWLRQVZHUHPDGH
on the additional payment for The Pot of Gold. I am bound to complete some good stories 
in the next few weeks. This over-payment seems to me to be a very generous agreement 
DQG P\ VLQFHUH WKDQNV¶.143 &KHHYHU¶V OHWWHU WR /REUDQR LV FKDUDFWHULVWLF RI KLV FRQGXFW
towards The New Yorker during the 1940s and 1950s. This is to say that Cheever received 
all of his payments graciously, but he rarely accepted any deductions to advance payments 
for submissions that had been set up in the working varitype format, or additional 
payments for submissions after they had been revised to their final wordage.  
&KHHYHU¶V HGLWRUV KDQGOHG KLP GHOLFDWHO\ DV D UHVXOW of his reluctance to accept 
deductions to these payments. Cheever frequently relied on his historically steady 
productivity to secure his outstanding debt with the magazine. Lobrano also agreed to the 
PDMRULW\RI&KHHYHU¶VUHTXHVWVIRUDGYDQFHSD\PHQWVagainst future submissions during the 
ODWHVDQGHDUO\V LUUHVSHFWLYHRI&KHHYHU¶V LQGHEWHGQHVVZLWKRU WKH ILQDQFLDO
success of his literary activities outside of The New Yorker. In a memo dated 22 October 
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1947, Mason asked a cheque for $300 ($3182.95 in 2015) to be made payable to Cheever 
µDVDQDGYDQFHDJDLQVW IXWXUHZULWLQJV UHTXHVWHGE\0U/REUDQR¶.144 In another memo, 
issued on 6 June 1950, Mason requested a cheque for $300 ($2945.22 in 2015) to be 
GHSRVLWHGLQ&KHHYHU¶VDFFRXQWDWWKH6XWWon Place Branch of the Corn Exchange Bank. 145 
7KLVDGYDQFHZDVDOVRIRUµIXWXUHZRUN¶EXW&KHHYHUUHTXHVWHGLWRYHUWKHWHOHSKRQHUDWKHU
than by letter after he realised he was overdrawn while on holiday in New Hampshire.146 
On 28 September 1951, Cheever asked Lobrano for an advance payment of $500 
($4549.98 in 2015) in a letter devoted to the matter of Victor Gollancz, the British 
publisher, agreeing to publish The Enormous Radio and Other Stories (1953) in the United 
Kingdom. Although Cheever would have received an advance from Victor Gollancz as 
part of this agreement, Lobrano still sent him a cheque for the advance payment a week 
later.147  
0D[ZHOO¶VLQWHUDFWLRQZLWK&KHHYHUGXULQJWKHVDQGVLVEHVWGHVFULEHGDV
friendly but occasionally hesitant. Unlike Lobrano, who had worked previously as a travel 
agent and an editor at Town & Country, Maxwell was a writer; editing was his second 
extra-literary job. Consequently, Maxwell sympathised with contributors like Cheever who 
lacked extra- or non-literary income. In 1940, an unidentified member of staff pencilled 
WKH ZRUG µ+DQGOHU¶ LQVWHDG RI µ(GLWRU¶ DKHDG RI 0D[ZHOO¶V QDPH RQ WKH YHUVR RI WKH
W\SHVFULSWIRU&KHHYHU¶VVWRU\µ7RPRUURZLVD%HDXWLIXO'D\¶$XJXVWThis is apt 
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because, throughout his correspondence with Cheever about financial matters, Maxwell 
frequently framed his professional opinion in personal terms to ensure that he fulfilled his 
obligation to The New Yorker without antagonising Cheever. It proved to be an approach 
that yielded mixed results.  
In a letter dated 22 July 1953, Maxwell sent Cheever a cheque for a story, and 
explained that a COLA payment worth $435.79 ($4041.71 in 2015 ZDV µUHDG\ WR VHQG
>«@ DW DQ\ WLPH¶.148 In the second sentence of the letter, Maxwell qualifies the pending 
status of the COLA payment by notifying Cheever of the amount he owes the book-
keeping department, which is $442.33 ($3939.64 in 2015). He also suggests to Cheever 
WKDWLIµ\RX¶GOLNHWRcut [the debt] in half or, in effect, obliterate it, I expect this would be a 
SDLQOHVVWLPHWRGRLW¶.149 In the third and fourth sentences of the letter, however, Maxwell 
UHWUDFWVKLVVXJJHVWLRQDOWRJHWKHUµ2QWKHRWKHUKDQG LI\RXKDYHDEHWWHUXVHIRUD cola 
FKHFN GRQ¶W KHVLWDWH WR VD\ VR 7KH RIILFH UHDOO\ GRHVQ¶W FDUH ZKLFK \RX GR¶.150  The 
SUREOHP ZLWK 0D[ZHOO¶V VWUDWHJ\ LQ WKLV OHWWHU LV WKDW ZKLOH LW LV SHUVRQDEOH LW LV
inconsistent: by attempting to placate Cheever, Maxwell implicitly criticises the 
PDJD]LQH¶VZRUNLQJSUDFWLFHVDQGYDOLGDWHV&KHHYHU¶VUHOXFWDQFHWRUHSD\KLVGHEWLQWKH
process.  
0RUHRYHU µWKH RIILFH¶ E\ ZKLFK 0D[ZHOO PHDQW The New Yorker¶V ERRN-keeping 
department, did care. In a letter dated 10 March 1954, Maxwell was instructed by the 
book-NHHSLQJ GHSDUWPHQW WR FDXWLRQ &KHHYHU DERXW KLV GUDZLQJ DFFRXQW µ7KH
bookkeeping [sic] department has given me the enclosed nudge. I hope, for more reasons 
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than bonus-PDNLQJWKDW\RXDUHMXVWDERXWILQLVKLQJDQHZVWRU\¶KHZURWHWR&KHHYHU.151 
Maxwell strikes a better balance between motivation and pressure in this letter, and he 
received a new story from Cheever²µ-XVW7HOO0H:KR,W:DV¶$SULO²within 
a few weeks of sending it. But in the letter that followed, Maxwell did not reiterate the 
ZDUQLQJ KH UHOD\HG WR &KHHYHU RQ EHKDOI RI WKH PDJD]LQH¶V ERRN-keeping department, 
despite discussing the financial implications of the submission for Cheever in detail.  
µ-XVW 7HOO 0H :KR ,W :DV¶ ZDV WKH IRXUWK VWRU\ LQ &KHHYHU¶V ERQXV F\FOH ZKLFK
meant the magazine had to pay fifteen per cent quantity bonuses on each of the four stories 
in the cycle. Maxwell mailed the cheque for a quantity bonus payment on three of the 
stories to Cheever on 22 April 1954. This payment did not include the quantity bonus on 
µ-XVW7HOO0H:KR,W:DV¶,QWKHDFFRPSDQ\LQJOHWWHU0D[ZHOOH[SODLQHGWKDWWKHWRWDO
SD\PHQWLQFOXGLQJTXDQWLW\ERQXVRQµ-XVW7HOO0H:KR,W:DV¶ZDV069.64 
in 2015). Maxwell subtracted the advance payment of $500 ($4420.17 in 2015) made 
against the story on 5 April 1954 from this sum, which left Cheever with $1544 
($13,649.48 in 2015). This was standard working practice if a contributor requested an 
advance against the price of a recently accepted submission. Maxwell concluded the letter 
in a similarly non-FRPPLWWDOIDVKLRQWRKLVOHWWHURI-XO\µ:KHWKHU\RXDSSO\DQ\
of this WR \RXU LQGHEWHGQHVV ZKLFK LV QRZ  LV DV DOZD\V HQWLUHO\ XS WR \RX ,¶OO
VHQG\RX WKHFKHFNDV VRRQDV\RX WHOOPHKRZ\RXZDQW LW¶.152 Unsurprisingly, Cheever 
GLGQRWDSSO\DQ\RIKLVSD\PHQWIRUµ-XVW7HOO0H:KR,W:DV¶WRKLVGUDZLQJDFFRXQW 
0DVRQ¶VILOHVLQWKH5HFRUGVVKRZWKDW&KHHYHUXQGHUQRSUHVVXUHIURPKLVHGLWRUV
to apply the payments he received for his submissions to his debt, devised a specific form 
of debt management during the late 1940s: he applied his quantity bonus and COLA 
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payments to his debt with the magazine. On 30 January 1948, Cheever asked that the 
magazine deduct three hundred dollars of outstanding advances from his fourth quarter 
COLA payment.153 2Q0D\DIWHUHDUQLQJKLVTXDQWLW\ERQXVRQµ&KULVWPDVLVD6DG
SeDVRQ IRU WKH 3RRU¶  'HFHPEHU  DQG WKH ILYH VWRULHV SUHFHGLQJ LW &KHHYHr 
requested that µWKH ILYH KXQGUHG DQG ILIW\ GROODU EDODQFH RI DGYDQFHV RXWVWDQGLQJ EH
GHGXFWHGIURPWKHERQXVFKHFNWKXVFOHDULQJKLVDFFRXQWZLWK>WKHPDJD]LQH@¶.154 There is 
nRWKLQJ FRQIXVHG RU FRQIXVLQJ DERXW &KHHYHU¶V ILQDQFLDO EHKDYLRXU $V D IUHHODQFH
contributor living off his earnings from the literary game, he treated payments for 
submissions from the magazine as his salary, and used additional payments for COLA and 
quantity bonuses to clear his debt with The New Yorker, which was interest-free, in one 
instalment. This was responsible, if not financially optimal, behaviour on the part of the 
writer. 
Cheever also received another, lesser form of irregular income from the magazine 
from the 1940s onwards: royalties for the reprint rights to his stories. In 1940, one of 
&KHHYHU¶Vearliest attempts at a suburban VWRU\µ7KH+DSSLHVW'D\V¶1RYHPEHU
ZDV FROOHFWHG LQ 6LPRQ 	 6FKXVWHU¶V Short Stories from The New Yorker 1925-1940 
,QDOHWWHUGDWHG6HSWHPEHUWKHPDJD]LQHLQIRUPHG&KHHYHURIWKHVWRU\¶V
inclusion in the anthology, and explained that the publisher had paid The New Yorker on 
the basis of ten per cent royalty for the reprint rights, and that this amount was to be 
GLYLGHGDQGGLVWULEXWHG WR WKHFRQWULEXWRUV UHSUHVHQWHG LQ WKHERRN µRQ D VSDFHEDVLV¶.155 
The exact amount Simon & Schuster paid the magazine in 1940 is unknown, but a memo 
LQ:LOOLDP6KDZQ¶VILOHVLQWKH5HFRUGVUHYHDOVWKDWThe New Yorker received a cheque for 
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$9298.44 ($157,142.97 in 2015) from Simon & Schuster on 5 February 1942 for the third 
royalty payment and share of the second Book-of-the-Month Club payment on the 
anthology.156 Shawn instructed his secretary to distribute the entire amount in cheques to 
the contributing writers, with $127.96 ($2162.51 in 2015) of it going to Cheever.157 The 
individual worth RI &KHHYHU¶V UR\DOW\ FKHTXHV LV not specified in the majority of his 
correspondence with his editors at The New Yorker, but it is unlikely that any of these 
cheques exceeded two hundred dollars. The Records suggest that Cheever considered the 
royalty cheques he received from the magazine to be low priority payments, which is to 
say that there is no evidence of him applying royalty payments to his drawing account, or 
of him discussing them with his editors. 
During the 1950s and 1960s, the film and television rights of the stories Cheever 
published in The New Yorker proved to be the most lucrative aspect of his professional 
association with the magazine. The New Yorker allowed contributors to negotiate their own 
deals for these rights, and only took ten per cent of the sale price. In 1950, the magazine 
even decided to abandon its practice of asking for film credit on stories acquired by film 
DQG WHOHYLVLRQSURGXFHUV WR HQVXUH WKDWQRFRQWULEXWRUV¶GHDOVZHUH HQGDQJHUHG.158 In the 
VSULQJRI&KHHYHUVROGWKHILOPULJKWVWRµ7KH+RXVHEUHDNHURI6KDG\+LOO¶Wo M-G-
M for $25,000 ($217,462.32 in 2015). A few months later, Cheever sold the television 
rights to another New Yorker VWRU\µ7KH&RXQWU\+XVEDQG¶1RYHPEHUWR&%6
IRUDQXQGLVFORVHGIHHµ7KH+RXVHEUHDNHURI6KDG\+LOO¶QHYHUPDGHLW LQWRSURGXFWLRQ
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EXW µ7KH &RXQWU\ +XVEDQG¶ DLUHG RQ  1RYHPEHU  DV WKH ILIWK HSLVRGH of the first 
season of Playhouse 90, an anthology of live and, later on in the series, pre-recorded 
dramas that ran for four seasons from 1956 to 1960. In 1964, Cheever sold the film rights 
to his novels, The Wapshot Chronicle (1957) and The Wapshot Scandal (1964), to the 
producer-director team of Alan J. Pakula and Robert Mulligan (To Kill a Mockingbird, 
1962) for $75,000 ($572,416.94 in 2015).159 +HDOVRVROGWKHILOPULJKWVWRKLVVWRU\µ7KH
6ZLPPHU¶WRWKHZULWHU-director team of Eleanor and Frank Perry about three weeks after 
its publication in the New Yorker¶VLVVXHRI-XO\.160 The Wapshot novels did not 
make it to the screen, but The Swimmer, featuring Burt Lancaster as Ned Merrill, was 
produced by Horizon Pictures and distributed by Columbia Pictures in 1968.  
Cheever put the proceeds of these sales to a variety of uses. The M-G-M money for 
µ7KH+RXVHEUHDNHURI6KDG\+LOO¶ HQFRXUDJHG him to go on temporary hiatus as a short 
story writer for the first time in his career. In a letter to White in the summer of 1956, 
&KHHYHUGHVFULEHGKLVSODQWRJRDEURDGWR,WDO\LQµWKHIDOOIRUD\HDU¶DVµWKHEHVWZD\RI
getting away from the Shady HiOO VWRULHV >EHFDXVH@ WKHUHKDYHEHHQ HQRXJKRI WKHVH¶161 
The fulfilment of this desire is evident in the number of stories Cheever published in 
PDJD]LQHVEHWZHHQ0D\DQG1RYHPEHU%HIRUHVHOOLQJWKHILOPULJKWVWRµ7KH
+RXVHEUHDNHU RI 6KDG\ +LOO¶ in May 1956, Cheever published three stories in The New 
Yorker and one rejection in The Reporter. After the sale, and prior to departing for Italy, 
Cheever published an excerpt from The Wapshot Chronicle µ0LVV :DSVKRW¶ 
September 19 DQG WKH VWRU\ µ&OHDU+DYHQ¶ 'HFHPEHU LQ WKH New Yorker. While 
living in Italy throughout most of 1957, Cheever published just one story in the magazine, 
µ7KH7URXEOHRI0DUFLH)OLQW¶1RYHPEHU&KHHYHUSXWWKHPRQH\KHUHFHLYHGIRUWKH
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ILOPULJKWVWRµ7KH6ZLPPHU¶WRGRPHVWLFXVH,QDOHWWHUWRKLVIULHQG-RKQ:HDYHUGDWHG
$XJXVW&KHHYHUZURWHµ,JXHVV7KH6ZLPPHUZLOOEHVHWWOHGWRGD\,VKDOOKDYHWKH
GUDLQSLSHVDQG WKHKRXVHUHSDLUHGDQGSXWDQHZWRLOHW LQWR WKHER\¶V [sic] FDQ¶.162 These 
sales were profitable but limited, and Cheever spent the proceeds of them quickly on a 
range of leisure activities and practical matters. Ultimately, the sales of the film and 
television rights to stories supplemented, rather than supplanted the money Cheever earned 
writing stories for The New Yorker.163  
As well as allowing its contributors to get the best possible deals for the film and 
television rights to their work, The New Yorker VXSSRUWHGLWVFRQWULEXWRUV¶OLWHUDU\FDUHHUV
further by actively promoting their novels in its pages. In the same way that the magazine 
devoted all-fiction issues to writers like Shaw in the 1940s and J. D. Salinger in the 1950s, 
LWSULQWHGH[FHUSWVIURP&KHHYHU¶VWapshot novels during the late 1950s and early 1960s. 
On 22 September 1956, The New Yorker SXEOLVKHGµ0LVV:DSVKRW¶DQH[FHUSWHGDFFRXQW
of a day in the life of Miss Honora Wapshot, an eccentric matriarch who is one of the main 
characters in The Wapshot Chronicle. Seven years later, on 6 April 1963, the magazine ran 
µ7KH,QWHUQDWLRQDO:LOGHUQHVV¶DIDUFLFDOVHFWLRQRI&KHHYHU¶VVHFRQGQRYHOThe Wapshot 
Scandal, in which a passenger plane bound for San Francisco is hijacked by a disqualified 
pilot. Maxwell also encouraged Cheever to develop parts of The Wapshot Scandal into 
original stories for The New Yorkerµ7KH(PEDUNPHQWIRU&\WKHUD¶ZKLFKZDVSXEOLVKHG
in the magazine on 3 November 1962, is an example of this practice. The story is set in the 
same fictional upper-middle-class suburb as The Wapshot Scandal, and its conflict²a 
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housewife falling in love with a supermarket delivery boy²is the scandal alluded to in the 
title of the novel. Although their characterisDWLRQLVVLPLODUWKHKXVEDQGDQGZLIHLQµ7KH
(PEDUNPHQW IRU &\WKHUD¶ GR QRW KDYH WKH VDPH QDPHV Ds their counterparts in The 
Wapshot Scandal: Moses and Melinda Coverly become Tom and Melissa Coliver in the 
VWRU\7KHUHVROXWLRQRI-HVVLFD¶VDIIDLUZLWKWKHGHOLYHU\ER\LVDOVRPRUHGRZQEHDWWKDQ
its equivalent in The Wapshot Scandal. In the novel, Melissa and her younger lover escape 
Proxmire Manor for a new life in Rome, Italy; in the story, Jessica breaks off her 
relationship with the delivery boy after he fails to reconcile her wealth with his poverty. 
:LWKLQ D IHZ ZHHNV RI UHFHLYLQJ µ7KH (PEDUNPHQW IRU &\WKHUD¶ 0D[ZHOO ZURWH WR
&KHHYHU DVNLQJ KLP WR ILQG µD FRXSOH PRUH VWRULHV HPEHGGHG LQ WKH PV RI WKH QRYHO¶
EHFDXVHWKHµIL[SLHFHERQXVLVILQDQFLDOO\LPSRUWDQWDQG,ZRXOGEHKDSS\VHQGLQJLWWR
\RX¶.164 Although Cheever wanted to make his bonus for the year, this practice concerned 
him: cannibalising the draft manuscript of The Wapshot Scandal into original stories for 
The New Yorker was counterproductive for a short story writer who wanted to be taken 
seriously as novelist because it publicly fragmented the novel into a series of nonlinear 
vignettes.  
By the early 1960s, Cheever resented the manner in which his second job had come 
to define him both publicly and professionally. Although he ignored MaxwelO¶VUHTXHVWWR
tease more stories out of The Wapshot Scandal, without a non-literary or extra-literary job 
to rely on, he had no choice but to write for The New Yorker in the lead-up to the 
publication of the novel in January 1964. In a letter Cheever sent to Maxwell in late 
August or early September 1962, he could not conceal his disappointment with the 
SURVSHFWµ,WVHHPVWKDW,PXVWZULWHVRPHVWRULHVDQG,GRQ¶WNQRZZKDWWRGRDERXWWKLV
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since most forms of the story seem to me, related to what one knoZVRIOLIHREVROHWH¶.165 
&KHHYHUSHUVLVWHGGHVSLWHKLVGHVSRQGHQF\VXEPLWWLQJµ0HQH0HQH7HNHO8SKDUVLQ¶
April 1963) to the New Yorker LQ WKH VSULQJ RI  µ0RQWUDOGR¶  -XQH  DQG
µ0DULWR LQ &LWWD¶  -XO\  LQ ODWH $XJXVW DQG µ7KH 6ZLPPHU¶  -XO\  LQ
'HFHPEHU µ7KH6ZLPPHU¶ZKLFK WHOOV WKHVWRU\RI1HGG\0HULOO¶VDWWHPSW WRVZLPWKH
HLJKW PLOHV KRPH YLD KLV QHLJKERXUV¶ VZLPPLQJ SRROV RQO\ WR GLVFRYHU KLV KRXVH
inexplicably unoccupied and in disrepair, is widely acclaimed as one of the best American 
short stories of the twentieth-FHQWXU\ <HW LQ WKH FRQWH[W RI &KHHYHU¶V HFRQRPLF
relationship with The New Yorker µ7KH 6ZLPPHU¶ ZDV KLV ODVW JDPELW D ILQDO SOD\
intended to improve the financial terms of his first-reading agreement with the magazine.  
7ZR PRQWKV EHIRUH KH VXEPLWWHG µ7KH 6ZLPPHU¶ WR The New Yorker, Cheever 
received a new first-reading agreement from the magazine covering 1 January 1964 to 1 
January 1965.166 The consensus of opinion between Yagoda and Bailey is that, having 
recently finished The Wapshot Scandal DQG µ7KH 6ZLPPHU¶ DQG KDYLQJ EHHQ LQIRUPHG
that he was to be the subject of a Time cover story in its issue of 27 March 1964, Cheever 
decided to ask the magazine for an increase in pay shortly after receiving this agreement in 
the mail.167 Only the first page of the amended first-reading agreement survives in the 
5HFRUGV ,Q LW&KHHYHU LV VSHFLILHG D µFRQWUDFWXDO FRQVLGHUDWLRQ¶RU VLJQLng-on bonus of 
$2600 ($19,843.79 in 2015), and a word-rate of eighteen cents for the first half of his 
submissions and nine cents for the remainder.168 Yagoda argues that Cheever re-negotiated 
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a larger signing-on bonus, but failed to realise how low his word-rate was in comparison to 
the word-rates of other contributors to the magazine during the 1960s.169  
The Records suggest that this analysis is incorrect on both points. First, it is unlikely 
that the signing-RQERQXVZDV WKH UHVXOWRI&KHHYHU¶VQHJRWLDWLRQZLWK The New Yorker. 
The only obvious amendment to his first-reading agreement in the Records is the phrase 
µZLWKFHUWDLQH[FHSWLRQV¶ZKLFKIROORZVWKHVHFWLRQRXWOLQLQJZKDWWKHDJUHHPHQWFRYHUV
µ)LUVW-UHDGLQJ RI DOO ILFWLRQ KXPRU UHPLQLVFHQFH DQG FDVXDO HVVD\V ³ZLWK Fertain 
exceptions´¶.170  This phrase does not appear on standard first-reading agreements.171 
Moreover, if either a contributor or the magazine wanted specific terms and conditions 
added to an agreement, then it was rewritten with new clauses.172 For example, the first-
UHDGLQJDJUHHPHQWFRYHULQJWKHSHULRG0DUFKWR0DUFK2¶+DUDVLJQHG
with the magazine on 7 February 1946 has five terms rather than the standard three. The 
agreement was amended to include a repayment plan for a loan of $3000 ($36,399.85 in 
2015PDGHWR2¶+DUDE\WKHPDJD]LQHRQ-DQXDU\8QGHUWKLVDJUHHPHQWWZHQW\
ILYH SHU FHQW RI HYHU\ SD\PHQW 2¶+DUD UHFHLYHG IRU KLV ILFWLRQ ZHQW WRZDUGV KLV GHEW
%HFDXVH WKH SDJHV FRQWDLQLQJ WKH WHUPV DQG FRQGLWLRQV RI &KHHYHU¶V ILUst-reading 
agreement are missing, it is difficult to know for certain what exceptions he requested. 
This being said, and although most of the stories Cheever published in Playboy and 
Esquire from the mid-1960s onwards were New Yorker rejections rather than original 
pieces, it is plausible that he wanted to exempt a certain number of pieces from the 
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exclusivity clause in the first-reading agreement in order to sell them for more money to 
some of The New Yorker¶VFRPSHWLWRUV2IFRXUVHThe New Yorker did not appreciate this 
sentiment because it undermined the most important term of their first-reading agreement: 
exclusivity. 
Second, Yagoda compares the contractual circumstances of Shirley Hazzard, an 
Australian contributor in her thirties on a minimum word-rate of twenty cents for the first 
half of her submissions and ten cents for the remainder, with those of Cheever, who was 
on a minimum of eighteen and nine cents, in order to show how far The New Yorker 
undervalued its older, more dependable contributor. The problem with this comparison is 
that the word-rate for a contributor as specified in their first-reading agreement was not 
necessarily the word-rate they received for their work in practice. It is stated clearly in the 
terms of a standard first-reading aJUHHPHQWZLWKWKHPDJD]LQHWKDWµThe New Yorker will 
continue its policy of paying more than your minimum rate for work it considers of 
H[FHSWLRQDOYDOXH¶DQGWKHUHLVHYLGHQFHLQWKH5HFRUGVWRVXJJHVWWKDW&KHHYHU¶VHGLWRUV
applied this policy to the majority of his submissions between the late 1940s and early 
1960s.173 In a memo dated 17 July 1947 from Mason to Ross, Mason informs Ross that 
&KHHYHU¶V VWRU\ µ7KH &RPPRQ 'D\¶ ZDV µSDLG IRU DW WKH $-UDWH ¶.174  It is not 
unreasonable to assume that other submissions were paid for by the magazine at the A-
rate, despite Cheever being contracted at the B-UDWH,QGHIHQFHRIWKHPDJD]LQH¶VILQDQFLDO
treatment of Cheever, there is limited evidence of The New Yorker contracting some of 
their more prolific contributors to lower word-rates than they did their less prolific 
FRXQWHUSDUWVGXULQJWKHV2¶+DUDZDVJXDUDQWHHGWKH$-rate of twenty and ten cents 
in 1945, despite having published a number of bestselling novels, and more than one 
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hundred stories in The New Yorker at that point in his literary career. In 1964, Cheever was 
on the B-rate of eighteen and nine cents, despite having published two novels, and over 
one hundred stories in the magazine. Premium, quantity bonus, and COLA payments also 
increased the prices the magazine paid for submissions, and this offset some of the losses 
incurred when a piece was purchased at the minimum word-rate. In a letter Maxwell sent 
to Cheever on 23 May 1960, Maxwell used this fact to reassure Cheever that, although the 
baVHSULFHRIWKHVWRU\ZDVEHORZRQHWKRXVDQGGROODUVµWKHVWRU\LVSDLGIRUDWWKHKLJKHVW
rate, and by the time you get the cost of living adjustment and the adjustment to that, at the 
HQGRIWKH\HDULWZLOOEHFRQVLGHUDEO\PRUH¶.175  
$OWKRXJKµWKHKLJKHVWUDWH¶ZDVQRWDERYHWKLUW\FHQWVSHUZRUGIRUWKHILUVWKDOIRID
submission in the case of Cheever, nor was it below twenty four cents. Writing stories for 
The New Yorker ZDV &KHHYHU¶V VHFRQG MRE IROORZLQJ WKH 6HFRQG :RUOG :DU DQG KH
collaborated as closely with the magazine on his work as many of its staff reporters did. 
Cheever was not ignorant of The New Yorker¶V ZRUNLQJ SUDFWLFHV RU RI ZKDW RWKHU
contributors earned. He understood that his annually contracted word-rate was lower than 
the word-rate his editors used to calculate the prices for his work, and that additional 
payments increased the value of every submission he sold to The New Yorker by up to a 
thousand dollars or more. 
The New Yorker UHIXVHG WR \LHOG WR &KHHYHU¶V UHTXHVW IRU D UDLVH IRU a number of 
reasons. Writing talent was not scarce in the 1960s: the magazine was publishing work by 
Salinger, John Updike, Maeve Brennan, Harold Brodkey, Elizabeth Spencer, and Arturo 
Vivante. At the same time, the additional payments offered by the first-reading agreement 
guaranteed a modest rate of retention amongst younger, materially poor, but up-and-
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coming contributors. Consequently, the magazine's management may have felt they could 
afford to lose a fifty-one year old contributor who found the commodity they paid him to 
SURGXFH µREVROHWH¶ &KHHYHU DOVR PDGH VHYHUDO HUURUV LQ MXGJHPHQW LQ DGYDQFH RI KLV
meeting with The New Yorker. He based his value to the magazine in late 1963 on his 
more recent achievements as a novelist and literary personality. Although The New Yorker 
contributed to these professional achievements, they were not important to the magazine in 
commercial or critical terms. Cheever also mistimed his request for an increase in pay. On 
15 July 1963, he accepted an advance payment from The New Yorker that took his 
indebtedness with it to two thousand dollars.176 Although Cheever submitted three stories 
to the magazine between July and December 1963, there is no evidence of him applying 
any of the payments to his debt before asking the magazine for a raise. Finally, Cheever 
discussed personal issues²µVHYHUDO ORQJ VSHHFKHV DERXW KRZ , >ZDV@ KDUDVVHG E\
LQGHEWHGQHVV¶DVKHGHVFULEHG LW LQKLV MRXUQDO²during his meetings with Maxwell, and, 
ODWHU ZLWK 6KDZQ WKH PDJD]LQH¶V HGLWRU-in-chief, and Truax, its treasurer. This 
HPSKDVLVHGERWK&KHHYHU¶VRXWVWDQGLQJGHEWZLWKWKHPDJD]LQHDQGKLVODFNRIORQJ-term 
financial planning, rather than his accomplishments as a New Yorker writer and the value 
he added to the publication.  
&KHHYHU¶V SURIHVVLRQDO FRPPLWPHQW WR WKH PDJD]LQH KH EUDQGHG DV µD EODPHOHVV
PRQROLWKLF DQG FDSULFLRXV RUJDQL]DWLRQ KREEOHG >«@ E\ LWV RZQ SURVSHULW\¶ ZDV
challenged within minutes of his meeting with Maxwell ending on 10 December 1963.177 
Having delivered both the typescript oIµ7KH6ZLPPHU¶DQGKLVUHTXHVWIRUPRUHPRQH\WR
Maxwell, Cheever exited The New Yorker¶VRIILFHVDQGZDONHGWRDSD\SKRQHRQ)RUW\-
Fourth Street. He called Donadio and asked if she could get him a better deal. Donadio 
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called back and said that The Saturday Evening Post was willing to pay Cheever $24,000 
($185,567.84 in 2015) a year for a first-reading agreement and a minimum of four stories. 
Although Cheever made less than half this amount per year writing for The New Yorker, he 
elected to remain under contract with the magazine following a second meeting, this time 
with Shawn, Truax, and Maxwell in attendance. 
&KHHYHUZDV µQRW VXUHZK\¶KHPDGH WKLVGHFLVLRQ \HW LW ILWV FRPIRUWDEO\ LQWR WKH
established pattern of his financial behaviour as a professional player of the literary game 
between 1946 and 1964.178 In short, Cheever prioritised short-term expediency over long-
term gain during this period. The Saturday Evening Post offered Cheever more money 
than The New Yorker, but it was a salaried contract. This was a point of contention for 
Cheever. While negotiating with The New Yorker in 1963, he owed the magazine more 
than one thousand dollars; he also required money to meet the monthly mortgage payments 
on his house, and to cover the cost of enrolling his son at the Scarborough School and his 
daughter at Brown University. He knew that if he signed with The New Yorker, the 
magazine would deposit the contractual consideration into his bank account within a 
couple of days. Given his strained professional and personal financial circumstances, and 
his lack of leverage in the negotiations, this appealed to Cheever.  
Susan Cheever argues that one of main reasons her father stayed with the magazine 
in the 1960s was his affection fRU0D[ZHOOµas his financial needs became more pressing 
and his reputation grew, the New Yorker rates began to seem less adequate and their 
payment system even more infuriating [but] in inveighing against [the magazine], he 
ZRXOGOHDYH0D[ZHOORXWRILW¶.179 ,QKHUYLHZ&KHHYHU¶VOR\DOW\WRZDUGVThe New Yorker 
was an extension of his proclivity for forming fraternal bonds with other men, be it 
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Cowley and Cummings in the 1930s, or Lobrano and Maxwell in the 1940s. This is to say 
that Susan Cheever understandVKHUIDWKHU¶VOR\DOW\WRWKHPDJD]LQHDVDQDLYHOy personal 
loyalty in an organisational context. While there is undoubtedly some truth in this 
DVVHUWLRQ&KHHYHU LJQRUHV WKHQHJDWLYH LPSDFWRIKHUIDWKHU¶V ILQDQFLDOVKRUW-termism on 
his earnings from The New Yorker SUHIHUULQJ LQVWHDG WR DFFXVH WKH PDJD]LQH¶V
complicated payment system of confusing and frustrating him. If anything can or should 
be blamed for the conflict that erupted between Cheever and The New Yorker in 1963, it is 
his habit of requesting advance payments against future writing and his unwillingness to 
apply story payments²advance, initial, or complete²to his indebtedness with the 
magazine. Cheever was not financially irresponsible by any means, but the advance 
payments of three and five hundred dollars he regularly requested against payments for his 
submissions cut the sums he received for them by up to a third. If Cheever had saved more 
of his irregular income from The New Yorker during the 1940s and 1950s, he may have 
been better able to absorb some of the losses incurred to his regular income by advance 
payments.  
([FHSWLQJWKLVLWLVPRUHWKHFDVHWKDW&KHHYHU¶VOR\DOW\WRWKHPDJD]LQHLV perhaps 
best understood as institutionDOOR\DOW\LQDSURIHVVLRQDOFRQWH[W&KHHYHU¶VSDUWLFLSDWLRQLQ
the literary game between 1935 and 1964 is characterised by two styles of play: sociable 
and rational. Using these styles of play, Cheever established and optimised relationships at 
both the individual and institutional level to varying degrees of critical and financial 
VXFFHVV %HIRUH KH VROG µ%XIIDOR¶ WR The New Yorker in 1935, Cheever was a fanatical 
player of the literary game who struggled to earn his living from literary production. 
Unable to secure a non-literary or extra-literary job, Cheever persisted with writing, 
relying on the literary advice of Cowley to ensure that his work was relevant, and the 
professional service of Lieber to ensure that some of it sold. Ten years later, having 
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published forty-five stories in The New Yorker between 1935 and 1945 due, in part, to the 
persistence of Lieber, Cheever was able to commit himself to writing on a full-time basis 
by making writing for The New Yorker his secondary job. This strategy was sensible given 
his inability to find other types of work, but it was not without risk: despite issuing him 
with one of the drawing accounts it reserved for its staff reporters in the early 1940s, the 
magazine never recognised Cheever as anything other than a freelance contributor. It also 
demanded exclusivity from him, which limited his opportunities to sell stories to the 
PDJD]LQH¶VEHWWHUSD\LQJULYDOV 
This being said, The New Yorker sustained Cheever financially during the 
Depression, the Second World War, and throughout the 1950s and 1960s when he lived 
with his family in the suburbs of New York. Although it paid less on a per-story basis than 
did other large-circulation magazines, The New Yorker carried with it more cultural 
prestige for Cheever than iWVFRPSHWLWRUV0RUHRYHU&KHHYHU¶VFROODERUDWLRQZLWK/REUDQR
and Maxwell on stories during the 1940s and 1950s improved his confidence in his literary 
ability, and produced material that was not only critically and publicly well-received, but 
commerciall\ DWWUDFWLYH WR ILOP DQG WHOHYLVLRQ SURGXFHUV µ7KH 6ZLPPHU¶ GLG QRW HDUQ
Cheever the raise he wanted, but it is unlikely that Cheever sold the film rights to the story 
for less than twenty thousand dollars in the summer of 1964. The New Yorker did not make 
Cheever rich between 1935 and 1964, but it provided him with the minimum income he 
required for subsistence, inspiration and editorial advice, and nationwide exposure for his 
writing, which in turn helped him to establish a readership for his novels. By offering these 
different types of support to Cheever during this period, The New Yorker did more to build 
his professional reputation as a writer in the United States than either the other magazines 
he sold his work to, or the publishers that published collections of his stories and novels. 
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Chapter Three: 
Compromised Fiction: The (GLWLQJRI-RKQ&KHHYHU¶Vµ7RUFK6RQJ¶0DUFKWR
July 1947 
 
Chapter Two demonstrates some of the ways in which financial necessity shaped 
&KHHYHU¶V working relationship with The New Yorker between 1935 and 1963. Chapter 
Three uses a case study of Gustave S. /REUDQR¶VHGLWLQJRIµ7RUFK6RQJ¶The New Yorker, 
4 October 1947) in order to show some of the effects WKDW &KHHYHU¶V ILQDQFLal short-
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termism had on the style, tone, and content of the short stories he submitted to The New 
Yorkerµ7RUFK6RQJ¶LVDbout a woman named Joan Harris who allows a string of sickly 
and abusive men, including a con-man and a political refugee, to take advantage of her, 
much to the consternation of her childhood friend Jack Lorey.1 -DFNQLFNQDPHV-RDQµWKH
:LGRZ¶ EHFDXVH µVKH DOZD\V ZRUH EODFN DQG KH ZDV DOZD\V JLYHQ WKH IHHOLQJ E\ D
FXULRXV GLVRUGHU RI KHU DSDUWPHQW WKDW WKH XQGHUWDNHUV KDG MXVW OHIW¶ 2). While Joan 
maintains equanimity towards her ex-lovers and a youthful appearance despite her ordeals, 
Jack becomes depressed, having suffered two costly divorces, military service during the 
Second World War, and, finally, a mystery illness that leaves him bedridden. When Joan 
comes to tend to Jack in his reduced circumstances at the end of the story, he becomes 
FRQYLQFHG WKDW WKH µELJKDQGVRPHJLUO¶ZLWK µDPDQHRIGDUNKDLU¶ (122) LV D µOHZGDQG
VHDUFKLQJVKDSHRIGHDWK¶DWWUDFWHGWRVRFLDO moral, and physical decay (139).  
For Ben Yagoda, the transmogrification of Joan, a shop girl, into a female death 
figurHGXULQJWKHFRXUVHRIµ7RUFK6RQJ¶ is representative of Cheever moving away from 
the journalistic style that had dominated both his and The New Yorker¶VILFWLRQIRUPRVWRI
WKH GHFDGH µLQ WKH GLUHFWLRQ RI SRHWU\¶.2 More specifically, argues Yagoda, Cheever was 
beginning to reject realism in his New Yorker fiction in order to answer the question of 
KRZDZULWHUµZKRFRQWULEXWHVWRDPDJD]LQHVWRFNHGZLWKIXQQ\SLFWXUHVH[SHQVLYHDGV
DQGGUROO FRPPHQWVRQ W\SRJUDSKLFDO HUURUV¶ VKRXOG FRQIURQW LVVXHV LW W\SLFDOO\ LJQRUHG
such as abortion, domestic abuse, illness, and death.3  
7KLVUHIOH[LYLW\LVPDQLIHVWHGLQDFRXSOHRIZD\VLQµ7RUFK6RQJ¶$VKDSHO\IHPPH
fatale from the Midwest, Joan is comprised of the characteristics of two popular New 
                                                          
1
 John Cheever, µ7RUFK 6RQJ¶ The New Yorker, 4 October 1947, pp. 31-39, repr. in The Stories of John 
Cheever (London: Vintage, 1990), pp. 122-39 (p. 122). Because there is no difference between these versions 
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2
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3
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Yorker feminine stereotypes that appeared in cartoons throughout the 1930s and 1940s, 
3HWHU $UQR¶V SK\VLFDOO\ DWWUDFWLYH WZHQW\-something gold-GLJJHUV DQG +HOHQ +RNLQVRQ¶V
eccentric plus-sized clubwomen.4 The socio-SROLWLFDOFRPSRQHQWRIWKHµ7RUFK6RQJ¶DOVR
engages with the same liberal postwar anxieties about nationalism versus internationalism 
that The New Yorker was itself concerned with following the end of the Second World 
War. Throughout the late 19VDQGHDUO\VRQHRI WKHPDJD]LQH¶V best known and 
most popular contributors, E. B. White, championed the globalism of the United Nations 
LQ D VHULHVRI HGLWRULDO SLHFHV UDQ LQ µ1RWHV DQG &RPPHQW¶ZKLOH µ/HWWHUV¶ IURP(XURSH
µPDWWHU-of-factly reported the rise of Socialist and Communist parties in Italy, France, and 
(QJODQG DV KLVWRULFDO HYHQWV WKDW LQWHOOLJHQW UHDGHUV ZRXOG ZDQW WR IROORZ¶.5 As Mary F. 
Corey explains, in the aftermath of the Second World War, The New Yorker adopted an 
editorial position which argued that µQDWLRQDOLVP LQ D QXFOHDU DJH ZDV D OHWKDO RSWLRQ¶, 
and ideological conflict could only be avoided if nations accepted that they shared 
fundamental human goals, such as the desire for peace and economic prosperity.6 
Cheever PLVFKLHYRXVO\ LQWHUURJDWHV WKH PDJD]LQH¶V XWRSLDQ JHRSROLWLFDO DWWLWXGH LQ
µ7RUFK6RQJ¶E\SUHVHQWLQJWKHGHFD\RI(XURSHDQSROLWLFDOVRFLDODQGFXOWXUDOKHJHPRQ\
in a fraught domestic American context. Whether Lobrano acknowledged this sentiment in 
µ7RUFK 6RQJ¶ RU QRW LV XQFOHDU EXW KH retained a scene in the story in which German 
refugees embrace their nationalism in order to denigrate the American educational system 
and other aspects of postwar American life at a party; he also left intact another scene in 
which a platoon of refugees from countries that have been invaded by the Axis powers 
march up Broadway urging the United States to enter into the Second World War. But, 
notwithstanding these scenes, Lobrano was still more UHVLVWDQW WRZDUGV&KHHYHU¶Vuse of 
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 Corey, The World Through a Monocle, p. 65. 
6
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metaphor and hyperbole to encapsulate and emphasise the disorder of the world both 
dXULQJDQGDIWHUZDULQµ7RUFK6RQJ¶ than he perhaps needed to be, particularly given the 
broadly similar geopolitical stance of The New Yorker in the late 1940s.  
Although Lobrano accepted some of the supernatural, socio-political, and self-
reflexive elements RI µ7RUFK6RQJ¶, he imposed a journalistic prose style on the text by 
way of his revisions, many of which pressured Cheever into foregrounding everyday 
details of domestic life in an effort to normalise the narrative for readers. In this sense, 
/REUDQR¶V HGLWLQJ RI µ7RUFK 6RQJ¶ UHYHDOV WKDW &KHHYHU PDGH D VLJQLILFDQWO\ JUHDWHU
artistic compromise with The New Yorker than Yagoda is willing to acknowledge. Indeed, 
selected correspondence in the New Yorker Records suggests that Cheever accepted the 
PDMRULW\ RI /REUDQR¶V HGLWV IRU HFRQRPLF UHDVRQV $Q XQGDWHG OHWWHU IURP Cheever to 
/REUDQR¶V FROOHDJXH :LOOLDP 0D[ZHOO UHYHDOV WKDW The New Yorker authorised an 
aGYDQFH SD\PHQW DJDLQVW WKH µ7RUFK 6RQJ¶ shortly after accepting it for publication.7 
Throughout his career, Cheever typically requested advance payments when he did not 
have enough money to meet his living expenses. Consequently, it would have been 
financiDOO\KDUPIXOIRU&KHHYHUWRFRQWHVWWKHPDJD]LQH¶VHGLWLQJRIDVWRU\WRWKHSRLQWRI
impasse if he had accepted an advance payment for it. In January 1947, roughly two 
PRQWKVEHIRUHKHVXEPLWWHGµ7RUFK6RQJ¶WRThe New Yorker, Cheever had also renewed 
his first-reading agreement with the magazine.8 Under the terms of this agreement, an 
accepted submission contributed to a bonus cycle that earned Cheever the reward of 
quantity bonus payments on each story in the cycle. It was simply more profitable for 
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 New York, New York Public Library, The New Yorker Records, Astor, Lenox, and Tilden Foundations 
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Cheever to submit to the authority of The New Yorker¶VILFWLRQGHSDUWPHQWWKDQLWZDVIRU
him to resist it.  
In making this argument, the personal and professional dynamic of the relationship 
between Cheever and Lobrano cannot be overlooked, particularly as there is evidence of 
creative and sexual tensions between both men impacting upon their working relationship 
from the late 1940s onwards. The first section of Chapter Three, therefore, is an overview 
WKDW H[DPLQHV &KHHYHU¶V ZRUNLQJ UHODWLRQVKLS ZLWK /REUDQR through personal and 
professional lenses. This section of Chapter Three focuses on two interrelated aspects: how 
Cheever and Lobrano approached the production of New Yorker fiction in formal and 
practical terms, and how they mediated their differences of opinion during the editing 
process.  
The second section of Chapter Three is a case study that enlarges on these issues by 
DQDO\VLQJ /REUDQR¶V HGLWLQJ RI µ7RUFK 6RQJ¶ IRU WKH PDJD]LQH DQG &KHHYHU¶V UHVponse, 
which was a combination of editor-directed and self-directed additions, substitutions, and 
excisions. While Lobrano was sensitive to issues of plot, narrative structure, and 
characterisDWLRQ LQ µ7RUFK 6RQJ¶ KH HGLWHG &KHHYHU¶V VW\OLVWLF LGLRV\QFUDVies more 
intensely, crossing out and replacing metaphors and more florid sections of prose with 
more detail-RULHQWHGH[SODQDWRU\PDWHULDO/REUDQR¶V VW\OHRI HGLWLQJ UHYHDOV WKDWKHGLG
not have as deep a personal or cultural investment in writing fiction as did his colleague 
:LOOLDP 0D[ZHOO ZKRVH FUHDWLYH FROODERUDWLRQ ZLWK &KHHYHU RQ µ7KH 5HIRUPHG
+RXVHEUHDNHU¶µ7KH +RXVHEUHDNHU RI 6KDG\ +LOO¶ The New Yorker, 14 April 1956) is 
examined in detail in Chapter Four.  
/REUDQR¶V DSSURDFK WR HGLWLQJ also reflects the literalness of editing at The New 
Yorker during the 1940s, much of which was performed under the assumption that the 
average magazine reader was too impatient to re-read ambiguous sections of prose in a 
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story until they could follow it clearly, or intolerant of any factual inaccuracies. Whereas 
other New Yorker FRQWULEXWRUV LQFOXGLQJ .D\ %R\OH -RKQ 2¶+DUD DQG 5RDOG 'DKO
complained about and occasionally resisted the addition of explanatory passages, non-
restrictive clauses, and serial commas to the prose of their stories in the 1940s, Cheever 
allowed Lobrano to work his first drafts up into New Yorker stories largely without 
UHVHUYDWLRQ &KHHYHU¶V ZLOOLQJQHVV WR RFFXS\ D VXERUGLQDWH UROH GXULQJ WKH HGLWLng of 
µ7RUFK 6RQJ¶ reflects an integral part of the reality of producing short stories for the 
magazine marketplace: that economically expedient decisions concerning short stories 
frequently took precedence over artistic ones based on an DXWKRU¶Vinner values. 
 
Lobrano at The New Yorker 
Lobrano was The New Yorker¶VKHDGRIILFWLRQIURPXQWLOKLVGHDWKIURPFDQFHULQ
1956. He relinquished his editorship at Town & Country, an American lifestyle magazine, 
in order to join The New Yorker. Lobrano got the job after his friend, E. B. White, the 
auWKRURI WKHDQRQ\PRXVZHHNO\ µ1RWHVDQG&RPPHQW¶VHFWLRQ WKDWRSHQHG WKHµ7DONRI
WKH7RZQ¶GHSDUWPHQWRIThe New Yorker, quit the magazine to write a signed department, 
µ2QH0DQ¶V0HDW¶IRU+DUSHU¶V. Lobrano met White while both were studying at Cornell 
University in Ithaca, New York in the early 1920s; for a year in 1921, Lobrano edited 
:KLWH¶V FRQWULEXWLRQV WR µ7KH %HUU\ 3DWFK¶ D FROXPQ LQ The Cornell Daily Sun, the 
XQLYHUVLW\¶V LQGHSHQGHQW VWXGHQW QHZVSDSHU %RWK PHQ ZHUH HOHFWHG WR &RUQHOO¶V 6HQLRU
Honorary Society, Quill and Dagger; they also shared an apartment together in Greenwich 
9LOODJH IROORZLQJ WKHLU JUDGXDWLRQ :KLWH¶V GHFLVLRQ WR OHDYH 1HZ <RUN IRU KLV IDUP LQ
Maine also forced his wife of nine years, Katharine White, to resign her full-time position 
as head of fiction at The New Yorker. Having dedicated more than a decade of her life to 
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shaping the style and content of the magazine, and owning a significant amount of its 
stock, White agreed to allow Lobrano to assume her position.  
Very littOH RI /REUDQR¶V HGLWRULDO FRUUHVSRQGHQFH VXUYLYHV LQ WKH New Yorker 
Records and what does is largely administrative. This is because Lobrano preferred to 
bond with his stable of contributors in person.9 Cheever, Eddie Newhouse, Irwin Shaw, 
Jerome Weidman, :DOWHU%HUQVWHLQ6-3HUHOPDQDQG(-µ-DFN¶.DKQSOD\HGWHQQLV
squash, and badminton with Lobrano; they also spent weekends at his house in Chappaqua 
in Westchester County, New York, and fishing at his camp on Cranberry Lake in the 
Adirondacks. New Yorker contributor Brendan Gill is critical of the hegemonic nature of 
/REUDQR¶VHQJDJHPHQWZLWKWKHZULWHUVZKRVHZRUNKHHGLWHG*LOOFRQWHQGVWKDW/REUDQR
ZDV VFHSWLFDO DERXW ZULWLQJ DQG EDVHG WKHLU HGLWRULDO UHODWLRQVKLS RQ µD FRQYHQWLRQDO
bantering rivalry in games and not on the fact that he was an editor and that I was one of 
KLVZULWHUV¶*LOOFRQFOXGHVWKDW/REUDQRSUHIHUUHGWRSUDLVHZULWHUVµLQWHUPVRIKRZZHOO
they played ping-SRQJRUEDGPLQWRQ¶UDWKHUWKDQKRZZHOOWKH\ZURWH.10  
While /REUDQR¶VODFNRIinterest in literary craft irritated Gill, it was not an issue for 
Cheever. He habitually established personal and professional mentoring relationships with 
male writers, editors, and artists during his career. In the late 1930s, Lobrano became part 
of a continuum that included Malcolm Cowley, E. E. Cummings, Maxim Lieber, and 
Walker Evans. Cheever went on regular fishing and hunting expeditions with Lobrano to 
Cranberry Lake throughout the 1940s.11 After returning from the Adirondacks in the early 
1940s, he wrote the following in his journal:  
                                                          
9
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139 
 
7KHELJSRLQWRIWKLV LV WKDW WKLV LVDPDQ¶VZRUOG5DLVHGLQDPDWULDUFKDO
environment by an iron woman I am profoundly used to feminine 
interference, feminine tastes. Here there is no trace of it. >«@ , UHWXUQHG
with the world in focus for the first time in weeks, the possessor of much 
self-respect.12  
A libidinous but closeted bisexual throughout much of his adult life, Cheever ostensibly 
relished these trips because they allowed him to restate his idea of hetero-normative 
masculinity and bolstered his self-esteem. Paradoxically, the sexist rhetoric Cheever 
employs to describe his enjoyment of a trip to the Adirondacks in the early 1940s betrays 
his persistent personal insecurity about his masculinity and heterosexuality. 
Cheever confronts these insecurities in a journal entry dated 1948. Describing a trip 
to Cranberry Lake with Lobrano and his wife, Jean, Cheever alludes to feeling homosexual 
GHVLUH WRZDUGV/REUDQR5HFDOOLQJ/REUDQR¶V LPSDWLHQFHZLWh Jean, Cheever projects his 
own negative experience of PDUULDJH RQWR WKH FRXSOH µI think of them as a man and a 
woman not speaking, who are bound together by the knowledge they share of some 
tragedy, some hideous miscarriage of their efforts, but who will remain together because of 
WKHLU ORYH RI WKHLU FKLOGUHQ DQG WKHLU UHJDUG IRU ODZ¶.13 7KH µKLGHRXV PLVFDUULDJH¶ RI WKH
/REUDQRV¶ HIIRUWV ZDV &KHHYHU FRQFHGHG QRWKLQJ PRUH WKDQ µDQ XQNLQG ZRUG KHUH D
disappointment there, but it lies on them as heavily as any vice¶.14 Then, shifting his focus 
onto Lobrano, Cheever writes: 
He has an exalted regard for social law, a puritanical regard for this, and is 
so diffident that it was hard for him to point the privy out to me, and when I 
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took my pants off to dry them I think he disapproved. I like him; sometimes 
I feel for him the profound delight of friendship but when I feel this, it 
VHHPV OLNHPLVHU\VSHDNLQJ WRPLVHU\ >«@+H LVQRWDJXLOW\RQHEXWKH
seems to move, ahead of me, down the trail to the lake, like one who has 
become involved by chance in a hideous crime.15  
Cheever characterises Lobrano as a moral man in the first sentence of this entry who, 
although unhappily married, is law-abiding and uncomfortable with male intimacy outside 
of leisure and recreation activities. In contrast, Cheever self-identifies as a transgressor 
during the course of the tripDOEHLWRQHZKRPHHWV/REUDQR¶VEHKDYLRXUDO expectations for 
a married man. Cheever is able to commit a subtle act of provocation that teases his private 
self to Lobrano because he is wearing a heterosexual mask. However, ZKLOH &KHHYHU¶V
GLVJXLVHHQVXUHVKLVUHVSHFWDELOLW\LWGRHVQRWSUHYHQWKLPIURPZRUU\LQJWKDW/REUDQR¶V
disapproval of him is the product of homophobia rather than shyness as they walk to the 
lake the next morning.  
This episode reflects Cheever¶VEURDGHUDQGORQJVWDQGLQJFRQYLFWLRQ that his life was 
SUHFDULRXV WKDW WKH µOLJKW DQG ZDWHU DQG WUHHV DQG SOHDVDQW SHRSOH¶ KH YDOXHG ERWK
HPRWLRQDOO\ DQG DHVWKHWLFDOO\ FRXOG EH EURXJKW µFUDVKLQJ down by a neck, a hand, an 
REVFHQLW\ ZULWWHQ RQ D WRLOHW GRRU¶.16 The point is that Cheever was not always able to 
separate friendship from sexual attraction in his mentoring relationships with other men. 
Cheever claimed in his journal that he had had sex with the photographer Walker Evans, 
his friend, sometime landlord, and occasional employer, on at least one occasion in the 
mid-1930s.17 There is no evidence of a sexual relationship between Cheever and Lobrano, 
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but this journal entry suggests that, having spent a considerable amount of their free-time 
together during the 1940s, Cheever was concerned that Lobrano knew he was bisexual 
towards the end of the decade.  
&KHHYHU¶V concern appears to have been unfounded. Indeed, even if Lobrano was 
aware of Cheever¶V VH[XDO SURFOLYLW\ WKH HGLWRU¶V professional loyalty was to The New 
Yorker. The tropes Lobrano uses in his editorial correspondence reflect this. Lobrano often 
DVVXPHG WKH HGLWRULDO µZH¶ ZKHQ GLVFXVVLQJ VXEPLVVLRQV HLWKHU ZLWK /LHEHU &KHHYHU¶V
literary agent, in the early 1940s, or Cheever directly from late 1942 onwards. In a letter to 
/LHEHUGDWHG2FWREHU/REUDQRUHMHFWHGµ$7DOHRI2OG3HQQV\OYDQLD¶The New 
Yorker  0D\  EHFDXVH µLW VHHPV SUHWW\ XQFRQYLQFLQJ WR us >P\ LWDOLFV@¶.18 In a 
OHWWHU WR &KHHYHU GDWHG  -XO\  /REUDQR FRQFHGHG WKDW ZKLOH KH µZDV LQ D SUHWW\
IDYRXUHG SRVLWLRQ UHDGLQJ WKLV RQH >µ$Q ,QWHUYLHZ ZLWK WKH &RORQHO¶@ >«@ >WKHUH@ ZDV D
JHQHUDO IHHOLQJ >«@ WKDW WKH DXWKRU¶V \RXU V\PSDWKLHV DQG YLHZSRLQW ZHUHQ¶W clearly 
focussed [sic@ ZKLFK OHIW WKH UHDGHUV VRPHZKDW FRQIXVHG¶.19  /REUDQR¶V KDQGOLQJ RI
Cheever in this letter, and others, was an extension of both his senior position and the 
reading procedure at the magazine. As a submission was read and commented on by more 
than two editors before a decision about whether or not to purchase it was made by the 
editor-in-chief, Lobrano had to reflect the consensus opinion in his letters to Cheever, 
rather than his own.  
At the same time, it is important to note that as Cheever had a drawing account with 
The New Yorker in the early 1940s and a first-reading agreement thereafter, he had no 
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option but to send everything he wrote to the magazine, irrespective of its suitability. As 
White observed in a letter to Frances Gray 3DWWRQGDWHG-DQXDU\µ:HKDYHQHYHU
wanted a writer to feel hampered by his New Yorker agreement and we feel that no good 
ZULWHUVKRXOGEHSUHYHQWHGIURPWU\LQJKLVKDQGDWDQ\W\SHRIPDWHULDO>«@ZULWLQJZLWKD
certain type of magazine in mind [«@LVDQDWXUDODQGLQHYLWDEOHDQGVHQVLEOHWKLQJIRUD
SURIHVVLRQDO ZULWHU WR GR¶.20  By encouraging contributors to think of themselves as 
professional writers rather than artists, the magazine ensured that they were more 
accepting of its criticism. Viewed LQ WKLV FRQWH[W /REUDQR¶V UHOXFWDQFH WR GLVFXVV WKH
OLWHUDU\FRPSRQHQWRI&KHHYHU¶VVWRULHVLVQRWQHFHVVDULO\literary ignorance on his part but 
evidence of him treating Cheever as a professional writer as the vocation was understood 
at The New Yorker.  
Issues with narrative point of view and the definition of theme and character recur in 
the letters of rejection Lobrano sent to Lieber and Cheever during the 1940s. These issues 
arose QRWRXWRI/REUDQR¶VSUHMXGLFHVEXW WKHPDJD]LQH¶V UHTXLUHPHQW WKDWQR detail in a 
short stRU\IRUFHWKHµRUGLQDU\UHDGHU¶, an imagined reader whose reading was frequently 
impaired by ambiguity and indirectionWRµGRXEOHEDFN¶ while reading a story.21 Although 
Maxwell spoke highly of Lobrano both during his career and while in retirement, he was 
prejudiced towards first-readers and editors at the magazine with non-literary backgrounds 
because they pandered more heavily towards the ordinary readerµ7KHWKLQJLV¶0D[ZHOO
H[SODLQHG LQ D OHWWHU WR 6\OYLD 7RZQVHQG :DUQHU GDWHG  'HFHPEHU  µLI \RX GR D
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URXQGHGVWRU\\RX¶UHVDIHIURPthe journalistic boys and girls [my italics], who seize upon 
things like the luminous dogs [a description in the Townsend VWRU\ µ7KH 9LNLQJ 6WUDLQ¶
that Maxwell was rejecting], and with that and very little else make a just possible story for 
The New Yorker¶.22 0D[ZHOOLGHQWLILHGKLPVHOIDVWKHNLQGRIUHDGHUZKRµZKHQWKH\GRQ¶W
XQGHUVWDQG LW WKH\¶UHSDWLHQWXQWLO WKH\GR¶, which suggests that he felt that many of his 
colleagues, Lobrano included, were ordinary readers in both spirit and practice.23    
,QDOHWWHU WR/LHEHUGDWHG)HEUXDU\/REUDQRUHMHFWHGµ$%RUGHU,QFLGHQW¶
(+DUSHU¶V%D]DDU, July 1941) as it felt µVRPHZKDWXQIDLUWRWKHUHDGHUWRKDYHWKH*HUPDQ
turn out to be a Dane, and we feel that Miss Slattery is hardly real enough to make this 
SV\FKRSDWKLFHQGLQJVHHPFRQYLQFLQJRUPRYLQJ¶.24 In another letter of rejection, Lobrano 
explained to Cheever that, iQRUGHUIRUWKHXQVSHFLILHGVWRU\WREHVXFFHVVIXOµWKHFHQWUDO
idea²DPDQ¶VUHOHDVHIURPDQGKLVVXEVHTXHQWUHWXUQWRWKHDUP\²should be treated with 
a good deal more economy of incident and concentration of emotion and definition of 
FKDUDFWHU¶.25 A decadHODWHU0D[ZHOOUHMHFWHGµ7KH5HIRUPHG+RXVHEUHDNHU¶WKHILUVWGUDIW
RI µ7KH +RXVHEUHDNHU RI 6KDG\ +LOO¶ RQ EHKDOI RI /REUDQR ZLWK WKH FDYHDW WKDW KLV
FROOHDJXH IHOW WKH VWRU\PLJKW VXFFHHG LI&KHHYHU µH[WHQGHGDQGHQODUJHGDQ LGHD WKDW LV
already there²that before the theft he [Johnny Hake, the main character] is cheerful and 
likeable and easygoing [sic], and after it his point of YLHZ LV >«@ HQWLUHO\ FKDQJHG¶.26 
These letters reveal that Lobrano favoured realism, both physical and psychological, in 
fiction submissions; this is a position that reflected the shift the magazine made in the early 
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1940s from humour, which was popular amongst readers during the Depression, to 
realism.27  
Yet the more pressing problem IRU&KHHYHU¶VHGLWRUV, as Maxwell later diagnosed it, 
ZDVWKDWµ&KHHYHUZDVUHDOO\DPRGHUQLVW¶DQGWKDW  
at a certain point fantasy came into his stories. Usually those stories were 
rejected. At another point he abandoned the consistency of character. 
Characters in his stories did things which it was not in their character to do. 28  
'HVSLWH KLV FULWLFLVPV 0D[ZHOO ZDV ZLOOLQJ WR WRQH GRZQ WKHVH HOHPHQWV RI &KHHYHU¶V
stories when possible. This is because Maxwell was more empathetic towards writers than 
Lobrano: only after reading the story as a fellow professional writer and discussing it with 
WKH FRQWULEXWRU GLG 0D[ZHOO µIHHO REOLJHG WR UHDG IRU WKH UHDGHU¶ DQG UHPRYH µZKDW
[seemed] like pointless GLIILFXOWLHV¶ IURPWKH WH[W.29 Lobrano, on the other hand, read and 
edited stories solely as a magazine editor. If the interrelation between plot and character 
development was unclear or inconsistent in a submission to the point that it would confuse 
The New Yorker¶VUHDGHUVKLSWKHQ/REUDQRQRUPDOO\UHMHFWHGLW 
$OWKRXJK /REUDQR ZDV UHVLVWDQW WR &KHHYHU¶V OLWHUDU\ H[SHULPHQWDWLRQ KH ZDV
sympathetic to his economic situation as a freelance contributor. When Cheever was 
struggling financially, Lobrano encouraged him to rewrite rejected submissions for the 
PDJD]LQH/REUDQRDOVRDXWKRULVHG0D[ZHOOWRGRWKHVDPHZKHQKHZDV&KHHYHU¶VIXOO-
WLPHHGLWRUIURPRQZDUGV,QWKHFDVHRIµ7KH5HIRUPHG+RXVHEUHDNHU¶for example, 
the development of which is examined in more detail in Chapter Four, Lobrano charitably 
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created an editorially controlled context within which Cheever and Maxwell were able to 
produce a saleable story. But these interventions, however well-intentioned, were not 
always successful. On 2 June  /REUDQR UHMHFWHG D VWRU\ E\ &KHHYHU FDOOHG µ0UV
%HDXFKDPSV¶,QWKHUHMHFWLRQOHWWHU/REUDQRDUJXHGWKDWWKHWKHPHRIWKHVWRU\QHHGHGWR
EHEURXJKWµLQWRVKDUSHUIRFXV¶DQGLQYLWHG&KHHYHUWRGLVFXVVWKHSRVVLELOLW\RIUHYLVLQJLW
but only as long DVLWZDVQRWµWRRSDLQIXORUXQSURILWDEOH¶WRKLP.30 This remark is at once 
honest and facetious insRIDUDVLWH[SRVHV/REUDQR¶VODFNRIinterest in collaborating with 
Cheever unless he followed instruction. It also shows that while Cheever self-identified as 
a New Yorker writer, he became reluctant to revise rejected submissions for the magazine. 
The reason for his reticence was economic. As it took anywhere between a week and a few 
months to revise a story for The New Yorker, Cheever could not afford to do it without 
assurances. Unfortunately, Lobrano typically gave Cheever QRQH 7KXV &KHHYHU¶V
preference was to sell his New Yorker rejections to other large-circulation publications 
who accepted pieces without conditions as quickly as possible. Unsurprisingly, Cheever 
elected not to UHYLVHµ0UV%HDXFKDPSV¶IRU/REUDQR 
Cheever and Lobrano had another similar professional disagreement towards the end 
RI  ZKHQ /REUDQR UHMHFWHG µ7KH %XV WR 6W -DPHV¶V¶ The New Yorker, 14 January 
1956), a story about an affair between two parents whose children attend the same 
Episcopalian boarding school in New York. After editing the draft and crossing out 
portions of it, Lobrano encouraged Cheever to rewrite the story. Cheever agreed and 
PDLOHG/REUDQRDUHYLVLRQRQ2FWREHUµ,W¶VRQ\Hllow paper because there are still 
some points I want to clear up and I wanted to get your opinion before I did another 
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revision¶, Cheever explained to his editor.31 7R&KHHYHU¶VFRQVWHUQDWLRQKRZHYHU/REUDQR
criticised the revision and asked to see the deleted material again to see if he could rework 
the story before giving up on it altogether.32  
/REUDQR¶VRSLQLRQRQµ7KH%XVWR6W-DPHV¶V¶LVQRWRQUHFRUGbut it is likely that 
any issues he had with the story were at the level of narrative structure. A case in point is 
&KHHYHU¶VXVHRIWKLrd-SHUVRQRPQLVFLHQWQDUUDWLRQWRGHVFULEHWKHHYHQWVRIµ7KH%XVWR
6W -DPHV¶V¶ IURP PXOWLSOH FKDUDFWHU YLHZSRLQWV &KHHYHU SUHVHQWV WKH FRQIOLFW RI WKH
story²a New York stockbroker, Stephen Bruce, becomes attracted to and has an affair 
with a married woman, Mrs. Sheridan²through Stephen for much of the narrative. 
0LGZD\WKURXJKµ7KH%XVWR6W-DPHV¶V¶KRZHYHU&KHHYHUVZLWFKHVWRWKHYLHZSRLQWRI
6WHSKHQ¶VORYHU0UV6KHULGDQLQRUGHUWRGHVFULEHDVFHQHIURPKHUGRPHVWLFOLIHWKHQLQ
a sequence seWQHDUHUWKHHQGRIWKHVWRU\&KHHYHUVZLWFKHVWRWKHYLHZSRLQWRI6WHSKHQ¶V
wife, Lois, as she hires a private investigator to determine whether or not her husband is 
having an affair. Neither of these sections of the story are more than a page in length, but 
Lobrano may have found this broadening of focus unnecessary and distracting to the 
reader in a story that is otherwise predominantly filtered through the consciousness of 
Stephen. Cheever compartmentalised his discontent with Lobrano in his journals, 
SUHIHUULQJ QRW WR FRQIURQW KLV HGLWRU LQ SHUVRQ :ULWLQJ DERXW /REUDQR¶V UHDFWLRQ WR WKH
µ7KH%XVWR6W-DPHV¶V¶&KHHYHUDFNQRZOHGJHGWKDWKLVHGLWRUDQGIULHQGZDVWU\LQJWREH
KHOSIXOEXWUHVHQWHGµWKHIDFWWKDWP\VWRULHVLPSHUIHFWDVWKH\DUHPXVW undergo so much 
PDQLSXODWLRQIURPSHRSOHZKRDUHSDLGPXFKPRUHWKDQ,IRUWDPSHULQJZLWKP\ILFWLRQ¶.33  
Returning briefly to the notion of Maxwell as a more empathetic editor, it is worth 
QRWLQJ WKDW ZKHQ 0D[ZHOO FROODERUDWHG ZLWK &KHHYHU RQ µ7KH %XV WR 6W -DPHV¶V¶ WZR
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years later in the spring of 1952, he allowed Cheever to retain both the multiple character 
viewpoints and the associative, dream-like domestic and urban scenes that constitute the 
plot of the story. Maxwell and Cheever foregrounded the psychological and socio-cultural 
components RI µ7KH %XV WR 6W -DPHV¶V¶ ZKLFK UXPLQDWH on both the father-daughter 
relationship and the reason for extramarital affairs in postwar upper-middle-class New 
York society. The importance of these two sWUDQGVRIWKRXJKWWRµ7KH%XVWR6W-DPHV¶V¶
becomes clear in the epiphany at the end of the story. While waiting for his daughter to 
finish her dancing lesson at the Chardin Club in the city, Stephen is struck by the notion 
that, in sending their children to boarding school, to parties, and to various classes, he and 
WKHRWKHUSDUHQWVKHNQRZV LQ1HZ<RUNDUHVHOILVKO\SXWWLQJµWKHEXUGHQRIRUGHU¶ WKH\
UHVLVWLQWKHLURZQOLYHVµRQWRWKHLUFKLOGUHQDQG>ILOOLQJ@WKHLUGD\VZLWKVSHFLRXVULWHVDQG
ceremonLHV¶. 34 $IWHU UHFHLYLQJ DQ LQLWLDO SD\PHQW IRU µ7KH %XV WR 6W -DPHV¶V¶ &KHHYHU
WKDQNHG 0D[ZHOO IRU µ>UDLVLQJ@ WKH VWRU\ IURP WKH GHDG¶.35 It is clear that Maxwell was 
more willing than Lobrano to help Cheever strike a balance between his realistic and 
modernist tendencies.   
7KHUHDUHDFRXSOHRISUDFWLFDOUHDVRQVIRU/REUDQR¶VODFNRIHQWKXVLDVPIRUDUWLVWLF
collaboration though. First, Lobrano was foremost a magazine editor, not a professional 
writer. While he certainly understood the lot of the professional writer, he was not as 
interested in the literary process as his predecessor White, who was influential in shaping 
The New Yorker¶V OLWHUDU\ SURMHFW LQ WKH V DQd 1930s, or his colleague Maxwell, a 
published novelist and occasional contributor of short stories to the magazine. Nor did 
Lobrano equate reading with interpretation. He rarely discussed stories at the metaphorical 
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level in his correspondence with Cheever during the 1940s and 1950s. When editing 
submissions, Lobrano did so according to The New Yorker¶V VW\OH UXOHV KH IRFXVHG RQ
correcting grammatical errors, cutting verbosity in sentences and paragraphs, and 
clarifying details and narrative action. In this way, Lobrano did not allow a positive 
affective response to a story to impair his critical evaluation of it in terms of its suitability 
for the magazine.  
Second, Lobrano was the head of The New Yorker¶VILFWLRQGHSDUWPHQWZKLFKPHDQW
his workload was considerable. In addition to dealing with his stable of contributors, 
Lobrano had to read and give his opinions on each and every submission the magazine 
received. This was time consuming, and it meant that Lobrano could not always allocate 
time for collaboration and discussion with contributors. Ultimately, though, Lobrano was a 
company man who edited fiction submissions according to the editorial style of the 
magazine rather than the personal style of their authors. Nowhere is this more evident than 
in his editing of µ7RUFK6RQJ¶ 
/REUDQR¶V (GLWLQJRIµ7RUFK6RQJ¶ 
TKH PRVW LPSRUWDQW FKDUDFWHULVWLF RI /REUDQR¶V HGLWRULDO VW\OH LV WKDW LW LV LQVWUXFWLRQDO
rather than collaborative. Unlike Maxwell, who made notes, suggestions, appreciative 
comments, and queries about a word, phrase, or image in the margins of many of the 
typescripts he edited on behalf of Cheever, Lobrano confined his editing to the body-text 
of the submissions KHHGLWHG:KHQ/REUDQRKDGTXHULHVDERXWRQHRI&KHHYHU¶VVWRULHV
he discussed them with Cheever in person or in letters; he rarely engaged with Cheever via 
editorial marginalia. This allowed Lobrano to work a typescript up into a working varitype 
proof quickly and without impediment. The body-WH[W RI µ7RUFK 6RQJ¶ LV FRYHUHG ZLWK
/REUDQR¶V FURVVLQJV RXW VXEVWLWXWLRQV GLDJRQDO OLQHV DVWHULVNV question marks, and 
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arrows. In addition to removing existing sentences and paragraphs, Lobrano also provided 
substitutes for some of the sentences he deleted, and, when he deemed it necessary, 
instructed Cheever to submit revised versions of paragraphs or sections he cut for being 
too digressive on inserts.  
7KH ILUVW VLJQLILFDQW H[DPSOH RI /REUDQR¶V HGLWLQJ LV D SLHFH RI FURVVLQJ RXW WKDW
occurs on pages eight and nine of the typescript (see Figure 6). Lobrano drew lines in a 
cross-hatch pattern through paragraphs of fourteen lines (twelve on page eight, two on 
page nine), and twenty-one lines (all on page nine). The first of these paragraphs described 
-DFN DQG KLV ZLIH¶V H[SHULHQFH RI SUHJQDQF\ GXULQJ WKH ODWH V. Lobrano drew a 
downwards facing arrow over his crossings out on the paragraph on page eight and an 
asterisk next to the last ten lines of the paragraph on page nine, which described several of 
Jack¶VVLJKWLQJVRI-RDQDURXQGWKHFLW\.  
As well as crossLQJRXWWKHSDUDJUDSKDERXW0UV/RUH\¶VSUegnancy on page eight, 
Lobrano pencilled two question marks in the left-hand margin alongside a compound 
sentence that ran from the third to the ninth line of the paragraph. The original version of 
WKLVFRPSRXQGVHQWHQFHDVLWDSSHDUVEHQHDWK/REUDQR¶VFURssings out reads:  
 
She chose in time to see only other couples who were expecting children and 
oddly enough Jack had to search for these; for even in those years the 
imminence of war made many marriages, many human relationships tenebrous 
and wary as if all their promises were conditioned by the fears and the 
prudence that is excited at that stage in the progress of a gathering storm when 
the porch furniture comes in and the dead leaves and the waste paper are 
bedeviled in the black air.36  
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Lobrano likely highlighted this sentence because it is unwieldy. The verbosity of the 
second dependent clause in the sentence labours the image of a gathering storm disturbing 
a domestic scene, an otherwise apt metaphor for the impact of the Second World War on 
the lives of married couples. This being said, it is worth noting that Cheever uses a similar 
rhetorical style to the one E. B. White uses in some of the editorial pieces he wrote for The 
New Yorker about the geopolitical aftermath of the Second World War in the compound 
sentence. For example, iQWKHµ1RWHVDQG&RPPHQW¶RIWKH$XJXVWLVVXe of The 
New Yorker, White bridged the international and the domestic spheres when he 
complained that, in light of the threat of nuclear weapons, the arrangements being made in 
6DQ )UDQFLVFR IRU WKH 8QLWHG 1DWLRQV ZHUH OLNH µWKH SUHSDUDWLRQV VRPH OLWWOH JLUOV PLJKW
PDNH IRU D ODZQ SDUW\ DV D WKXQGHUKHDG JDWKHUV MXVW EH\RQG WKH JDUGHQ JDWH¶.37 Given 
&KHHYHU¶VDELOLW\WRFDOLEUDWHKLVILFWLRQWRPHHWWKHVW\OLVWLFDQGWKHPDWLFUHTXLUHPHQWVRI
different publications ranging from the politically-conscious The New Republic to the more 
populist +DUSHU¶V%D]DDU in the 1930s and early 1940s, it is perhaps no coincidence that 
KH DGRSWHG :KLWH¶V DSSURDFK WR UHGXFLQJ WKH SUREOHPV RI WKH ODUJHU ZRUOG LQWR PRUH
domestically relatable terms through metaphor.    
Lobrano also SHQFLOOHG DQ µ[¶ DERYH WKH DGMHFWLYH µteneEURXV¶, the Latin root of 
which, WHQHEUǀVXV, means gloomy, dark, or obscure in the compound sentence on page 
eight *LYHQ WKDW &KHHYHU SDLUHG µWHQHEURXV¶ ZLWK µZDU\¶ in the adjectival phrase 
µWHQHEURXV DQG ZDU\¶ KH OLNHO\ LQWHQGHG µWHQHEURXV¶ to characterise relationships under 
threat of war as being despondent or depressed, ERWKRIZKLFKDUHV\QRQ\PVRIµJORRP\¶. 
Lobrano perhaps felt that this adjective introduced semantic ambiguity into the sentence. 
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As Lobrano did not pencil a substitute onto the typescript before crossing the paragraph 
out, it is likely he instructed Cheever to revise the paragraph and retype it on a new page 
either in person or by letter.  
This was a practice particular to Lobrano. Cheever generally submitted revisions to 
The New Yorker either after the working varitype proof waVWUDQVIRUPHGLQWRDQDXWKRU¶V
SURRI RU DIWHU WKH DXWKRU¶V SURRI ZDV VHW LQWR JDOOH\V (GLWRUV VHQW DXWKRU¶V SURRIV
(sometimes referred to as final proofs in editorial correspondence) to contributors so that 
they could review the changes made during the early stage of the editing process. They 
were allowed to mark this proof up with answers to outstanding editorial queries and, if 
WKH\ZHUHXQKDSS\ZLWK WKHPDJD]LQH¶VHGLWV WKHLURZQFKDQJHVDVZHOO7KH\FRXOGGR
the same on galley proofs as well. Depending on time constraints, Cheever discussed 
DXWKRU¶VSURRIVDQGUHVSRQGHGWRHGLWRULDOTXHULHVHLWKHUE\OHWWHURULQSHUVRQKHWHQGHGWR
avoid correcting galley proofs in pencil whenever possible because, he claimed, in a letter 
to Maxwell, he never did iW µZLWK DQ\ FRQILGHQFH¶.38 Consequently, he retyped heavily 
edited or queried sections on new pieces of paper and mailed them to The New Yorker. 
Once Cheever submitted his revisions to the magazine, his full-time editor or a copy-editor 
would transcribe them onto the galley proof if they were handwritten, or insert the new 
material into it if it was typed on additional pages so that the printers could update the 
version set in galleys.39  
7KH ZRUNLQJ YDULW\SH SURRI RI µ7RUFK 6RQJ¶ UHYHDOV WKDW /REUDQR requested these 
types of revisions much earlier in the editing process than Maxwell did. The insert labelled 
µD¶ IROORZLQJ SDJH HLJKW RI WKH ZRUNLQJ YDULW\SH SURRI RI µ7RUFK 6RQJ¶ LV RQH RI IRXU
examples of retyped pages Cheever submitted during the marking up of the draft into a 
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ZRUNLQJYDULW\SHSURRI7KHRWKHUUHW\SHGLQVHUWVLQWKHW\SHVFULSWDUHSDJHVKHDGHGµD¶
µD¶DQGµE¶UHVSHFWLYHO\/REUDQRDQQRWDWHGHDFKRIWKHVHLQVHUWVWRYDU\LQJGHJUHHV
which suggests that they were originally handled and included as part of the working 
YDULW\SHSURRI7KHILUVWRIWKHSDUDJUDSKV&KHHYHUW\SHGRQSDJHµD¶LVDUHYLVLRQRIWKH
paragraph about pregnancy running from page eight through to the top of page nine (see 
Figure 6). Although there is no correspondence in the Records in which Lobrano 
elaborates on his problem with the paragraph on page eight, Cheever notably excised the 
material he highlighted amidst the crossing out in his revision of it.  
This is the revised paragraph as it appears on the insert ODEHOOHGµD¶included in the 
typescript (/REUDQR¶Vadditional edits are in italics): 
-DFN¶V ZLIH JRW SUHJQDQW HDUO\ LQ WKH IDOO, and she seized on all the 
perogatives of an expectant mother. She took long naps, ate canned peaches 
in the middle of the night, and talked about the rudimentary kidney. She 
chose to see only other couples who were expecting children, and the 
parties she that she and Jack gave were temperate. He did not see Joan 
during these months of intense domesticity, and there was nothing in his 
life to remind him of her. A son The baby, a boy, was born to them in May, 
and Jack was very proud and happy. The first party they that he and his 
wife went to after KLVZLIH¶V her convalescence was the wedding of a girl 
whose family Jack had known in Ohio. (8a)        
Cutting the discursive sentence Lobrano queried in its entirety, Cheever reduced the 
paragraph on page eight down from fourteen lines to nine RQ SDJH µD¶ &KHHYHU 
transforms the external pressure of impending war, encapsulated iQ WKH PHWDSKRU RI µD
JDWKHULQJVWRUP¶WHDULQJWKURXJKDGRPHVWLFVFHQHRIµSRUFKIXUQLWXUH¶DQGµGHDGOHDYHV¶LQ
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the original version of the paragraph, into an internal pressure in the revision, as pregnancy 
HQJHQGHUVDSHULRGRIµLQWHQVHGRPHVWLFLW\¶WKDW prevents Jack from seeing Joan. This is not 
the reason for the lack of contact between Jack and Joan in the original version of the 
paragraph on page eight. In the last two sentences of this paragraph prior to the revision, 
-RDQ UHIHUULQJ WR KHUVHOI DV µ0UV +DUULV¶ WHOHSKRQHV -DFN DW KRPH EXW KLV ZLIH µZDV
listening and there was nothing Jack could do but tell Mrs. Harris that it was impossible 
IRU KLP WR VHH KHU¶ -9). Cheever omitted this melodramatic scene from the revised 
version of the paragraph oQ SDJH µD¶, preferring instead to evoke a more realistic, and 
therefore more appealing to the New Yorker, sense of people drifting apart due to major 
changes in their lives.  
Moreover, the deletion of this scene enabled Cheever to add a sentence marking the 
UHWXUQRI-DFNDQGKLVZLIHWR1HZ<RUNVRFLHW\IROORZLQJWKHELUWKRIWKHLUVRQµ7KHILUVW
party they that he and his wife went to after KLVZLIH¶V her convalescence was the wedding 
RIDJLUOZKRVHIDPLO\-DFNKDGNQRZQLQ2KLR¶D7KLVVHQWHQFHLV transitional insofar 
as it belongs with what precedes it, but prepares the reader for the meeting between Jack 
and Joan that follows in the next paragraph. As a piece of editing, the introduction of this 
sentence reveals the extent to which Cheever had internalised The New Yorker¶VVW\OHRI
editing prose by sentence rather than by paragraph so that stories (and readers) moved 
forwards without confusion.  
/REUDQR HGLWHG WKH SDUDJUDSK RQ SDJH µD¶ IRU WKH SXUSRVHV RI FODULILFDWLRQ RQO\
ZKLFKVXJJHVWVKHZDVFRQWHQWZLWK&KHHYHU¶VUHYLVLRQ/REUDQR¶VPRVWQRWDEOHSLHFHVRI
editing see him replace two personal pronouQV µVKH¶ DQG µWKH\¶, with the adjectival 
pKUDVHVµWKDWVKHDQG-DFN¶DQGµWKDWKHDQGKLVZLIH¶7KHVHHGLWVDUHLQWHQGHGWRDYRLG
any confusion on the part of the reader. If Lobrano preferred this version of the paragraph, 
then it is probably because it is a more compact piece of narrative prose than its 
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predecessor. Cheever wrote it in the journalistic prose style Lobrano preferred, cutting 
H[WUDQHRXVGHWDLOV DERXWSUHJQDQF\ VXFKDV -DFN¶VZLIH FRPSODLQLQJDERXWKHU µVZROOHQ
IHHW DQG YDULFRVH YHLQV¶  DQG WKH SV\FKRORJLFDO LPSDFW RI ZDU RQ \oung couples; 
avoiding metaphorical digression; and compressing a year in the lives of the Loreys into 
six sentences. Not all of these changes serve the story well. In particular, by cutting the 
metaphor of a gathering storm in favour of a more flatly descULSWLYHYLHZRIWKH&RUH\V¶
experience of pregnancy, Cheever aligns the story with the contemporary moment in 
which he is writing rather than the interwar period in which this part of the story is set.  
The socio-political context of the paragraph on page eight is concerned with the 
ZD\V LQ ZKLFK WKUHDWV WR GRPHVWLF DQG LQWHUQDWLRQDO SHDFH UXSWXUH WR XVH 5LWD )HOVNL¶V
IRUPXODWLRQ µWKH DVVRFLDWLRQ RI WKH HYHU\GD\ ZLWK repetition KRPH DQG KDELW¶.40  The 
metaphor of a gathering storm complements this idea by anticipating both the United 
6WDWHV¶ HQWUDQFH LQWR WKH 6HFRQG :RUOG :DU DQG -DFN¶V VWUXJJOH WR ILQG KDSSLQHVV LQ
marriage and fatherhood duriQJWKHFRXUVHRIµ7RUFK6RQJ¶,QWKHSDUDJUDSKRQSDJHµD¶
KRZHYHU-DFN¶VH[SHULHQFHRIPDUULDJHDQGLPSHQGLQJparenthood reflects the experiences 
of Americans following the end of the Second World War, when marriage rates, birth 
rates, and homeownership increased dramatically in an economically prosperous United 
States. While this change perhaps made the character of Jack resonate with New Yorker 
readers, many of whom were marrying and having children themselves during the early 
postwar years, it is anachronistic. More importantly, the paragraph loses a measure of its 
linguistic eloquence and thematic resonance as a result of this change.  
But iI&KHHYHU¶VUHYLVLRQRIWKHSDUDJUDSKRQSDJHHLJKWZDVLQWKHDEVHQFHRIDQ\
criticism from Lobrano beyond crossings out and question marks, self-directed and 
                                                          
40
 Rita FelskiµThe Invention of Everyday Life¶New Formations: A Journal of Culture/Theory/Politics, 39 
(1999-2000), 15-31 (p. 18). 
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ultimately over-FRPSHQVDWRU\ WKHQ KLV UHVSRQVH WR /REUDQR¶V PRUe specific and 
instructional editing of the largest paragraph on page nine of the typescript was more 
deliberate. Despite crossing out all twenty-one lines of this paragraph, Lobrano drew 
around the last ten lines of the paragraph in pencil, and added a pilcrow (µ¶¶) to designate a 
QHZSDUDJUDSKEHJLQQLQJZLWK WKHVHQWHQFH µ7KDW -XQHDJLUO IURP2KLRZDVPDUULHGDW
6DLQW-DPHV¶VDQGJLYHQDUHFHSWLRQDWRQHRIWKHELJFOXEVWKDWKHZDQWHG and Jack went 
with his wife¶+HDOVRGUHZDQDVWHULVNDORQJVLGH this sentence in the left-hand margin.  
7KLV VHFWLRQ RI WKH SDUDJUDSK GUDPDWLVHV -DFN¶V H[SHULHQFH RI VHHLQJ -RDQ EHLQJ
physically assaulted by an unidentified man during a wedding reception at the club. To 
accommodate this scene in the narrative, Cheever added the transitional sentence about the 
/RUH\VDFFHSWLQJDQLQYLWDWLRQWRDZHGGLQJLQWKHSUHFHGLQJSDUDJUDSKRQSDJHµD¶DQG
cut the eleven sentences Lobrano crossed out on page nine of the typescript, an expository 
mixture of interior thought and dHVFULSWLRQZLWK-DFNUXPLQDWLQJRQKRZWKHµGLYHUJHQFH
LQWKHLUOLYHVKDGEHFRPHVRJUHDW¶WKDWKHDQG-RDQµQRORQJHUKDGDQ\WKLQJLQFRPPRQ¶
seeing Joan at a cocktail party eight months after the birth of his son; and seeing her again 
in Central Park wLWKµDFRZER\¶ 
7KHULVLQJDFWLRQRIµ7RUFK6RQJ¶FRQVLVWVRIDVHULHVRIGUDPDWLFVFHQHVIRFDOLVHG
WKURXJKDV\PSDWKHWLF-DFN WKDWH[DPLQHDQGHVFDODWHERWK-RDQ¶VDWWUDFWLRQWR OHZGQHVV
and her almost inhuman imperviousness to it. In the first of these scenes, Jack sees Joan 
ZLWKDPDQ LQDGLQHU LQ3HQQV\OYDQLD6WDWLRQ µZKRKDGREYLRXVO\SDVVHGRXW¶ IURP WRR
much drinking (123). Jack, who is on his way home from a weekend in rural Pennsylvania 
with his girlfriend, observes Joan shaking the shoulders of the man gently and speaking to 
KLP:KDWVXUSULVHV-DFNLVWKDW-RDQµVHHPHGWREHYDJXHO\WURXEOHGYDJXHO\DPXVHG¶E\
the embarrassing situation (123). The second scene is told retrospectively to Jack by one of 
-RDQ¶VIULHQGV6KHUHYHDOV WKDWDPDn called Nils, whom Jack saw dining with Joan in a 
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restaurant in Greenwich Village, was not a Swedish count as he claimed he was to Joan, 
but a violent and abusive morphine-addict. After Nils gets Joan pregnant and leaves her for 
a seedy hotel QHDU7LPHV6TXDUHVKHKDVDQDERUWLRQµ%XW¶-DFNODPHQWVµ>-RDQ@ZDVVR
impressed by then with his helplessness, so afraid that he would die without her, that she 
IROORZHGKLPWKHUHDQG>«@DQG>FRQWLQXHV@WREX\KLVQDUFRWLFV¶7KHWKLUGRIWKHVe 
VFHQHV WDNHVSODFHDWDFRFNWDLOSDUW\ LQ-RDQ¶VDSDUWPHQWD IHZPRQWKV ODWHU-RDQ LVE\
then dating an alcoholic called Howard Bascomb (renamed Hugh Bascomb in the 
SXEOLVKHGYHUVLRQRIµ7RUFK6RQJ¶:KHQ+RZDUG+XJKYHUEDOO\DWWDFNVDSKRWRJUDSKHU
loses his balance, and knocks over a lamp at the party (126), Jack is struck by the 
REOLYLRXVQHVVRI-RDQµWRWKHUDJLQJGUXQNDWKHUEDFN¶µ+HUYRLFHUHPDLQHGVRIWDQGKHU
PDQQHU >«@VHHPHGJHQXLQHO\VLPSOH¶ 7KH IRXUWK VFHQH LV VHW DW DQRWKHUFRFNWail 
SDUW\ LQ-RDQ¶VDSDUWPHQW2QWKLVRFFDVLRQ-RDQLV OLYLQJZLWKD*HUPDQUHIXJHHFDOOHG
Franz Denzel. When Franz notices that one of the coffee cups he took from Germany when 
he escaped from the Nazis is chipped, he blames Joan. After following Joan into the 
kitchen, Franz hits her. Each of these scenes carries the action of the story forwards and 
exacerbates its level of conflict. This is to say that, on a personal level, witnessing the 
physical and emotional abuse of Joan by a succession of lovers exposes Jack to human 
misery and moral degradation, undermining his efforts to integrate socially into his New 
York milieu through marriage and child-rearing. In addition, the episodic rhythm of the 
narrative complements the repetitive and compulsive nature RI-RDQ¶VEHKDYLRXU 
Lobrano deleted the expository material from the paragraph on page nine of the 
typescript in order to make the scene at the wedding reception, which shows Joan in 
similarly fraught circumstances, more identifiably a part of this rising action. This stands 
DV D SLHFH RI HGLWLQJ WKDW GLVSOD\V /REUDQR¶V DSSUHFLDWLRQ RI WKH GUDPDWLF VWUXFWXUH RI
µ7RUFK6RQJ¶DVHVWDEOLVKHGE\&KHHYHU7KHWUDQVIRUPDWLRQRIWKHVFHQHDW WKHZHGGLQJ
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reception into a single paragraph involved a further combination of reactive editing by 
Cheever and, later on, complementary editing by Lobrano. Consequently, the finished 
scene stands out as one of the most collaborative pieces of editing in the typescript of 
µ7RUFK6RQJ¶. Having established that the Loreys were going to the wedding in the final 
VHQWHQFHRIWKHILUVWSDUDJUDSKRQSDJHµD¶&KHHYHUUHYLVHGWKHRSHQLQJVHQWHQFHLQWKH
QHZSDUDJUDSKVRWKDWLWVHWWKHVFHQHTXLFNO\µ7KHZHGGLQJZDVDW6DLQW-DPVHV>sic] and 
afterwards there was a big reception at tKH5LYHU&OXE¶D+HDOVRUHSODFHGWKHOLQHµDQG
-DFNKDGDJRRGWLPH¶ZLWKµDQGVFRWFK¶LQWKHVHQWHQFHµ7KHUHZDVDQRUFKHVWUDGUHVVHG
OLNH+XQJDULDQVDQGDORWRIFKDPSDJQHDQGVFRWFK¶LQWKHSDUDJUDSKRQSDJHµD¶7KLV
change is cosmetic insofar as the addition of more alcohol to this description of the party is 
VXJJHVWLYHRIWKHGHOHWHGµJRRGWLPH¶7KHUHPDLQGHURIWKHVHFRQGSDUDJUDSKDVLWDSSHDUV
RQ SDJH µD¶²D GHVFULSWLRQ RI -DFN µORRNLQJ IRU D WRLOHW¶ LQ µD GHVHUWHG FRUULGRU¶ RI WKH
club and witnessing Joan having her arm twisted by her new lover²is similar to the 
original version.  
2QHRIWKHPRVWVWULNLQJDVSHFWVRIWKLVSDUWRIWKHVFHQHLV-DFNKHDULQJ-RDQ¶VYRLFH
EHIRUHKHVHHVKHULQWKHFRUULGRURIWKHFOXEµ7RZDUGWKHHQGRIWKHDIWHUQRRQ-DFNZDV
ZDONLQJGRZQDGLPFRUULGRUZKHQKHKHDUG-RDQ¶VYRLFHµ³3OHDVHGRQ¶WGDUOLQJ´VKHZDV
VD\LQJ³<RX¶OOEUHDNP\DUP3OHDVHGRQ¶WGDUOLQJ´¶D&KHHYHUFRPELQHV-RDQ¶VWHUP
of endearment for the man and his violent intention to unsettling effect here. Building on 
this juxtaposition of speech and act, Lobrano intensified the violence of the confrontation 
further by crossing out the reference to Jack looking for a toilet before he hears Joan, and 
VXEVWLWXWLQJWKHYHUEµVWDQGLQJ¶LQWKHILUVWSDUWRIWKHPXOWLSDUWGHVFULSWLYHYHUESKUDVHWKDW
IROORZVKHUSOHDµ6KHZDVVWDQGLQJZLWKDPDQZKRVHHPHGWREHWZLVWLQJKHUDUP¶ZLWK
WKHPRUHIRUFHIXOYHUESKUDVHµEHLQJSUHVVHGDJDLQVWWKHZDOOE\>«@¶/REUDQR¶VDGGLWLRQ
makes the implicit explicit, and, on this occasion, it is a meliorative change because it 
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enhances the shock of the scene. Although the revision of the second paragraph on page 
µD¶ ZDV LQVWLJDWHG E\ /REUDQR¶V H[FLVLRQ RI HOHYHQ OLQHV RI PDWHULDO IURP WKH RULJLQDO
paragraph on page nine of the typescript, both he and Cheever merge their separate 
intentions successfully on this occasion.  
Another merging of authorial and editorial intention occurred during the latter stages 
RI WKH HGLWLQJ SURFHVV HLWKHU DIWHU &KHHYHU UHYLHZHG WKH ILQDO SURRI RI µ7RUFK 6RQJ¶ RU
while the story was in galleys. On page twelve of the typescript, Lobrano drew eighteen 
thick black lines through material ranging from single words to sentence parts (see Figure 
7). He wrote substitutions above ten of his deletions, all but one of which Cheever 
LQFOXGHG YHUEDWLP LQ WKH SXEOLVKHG YHUVLRQ RI µ7RUFK 6RQJ¶ /REUDQR LQWHQGHG WKH
substitution in question to replace a description of Jack getting in after a day spent 
celebrating Russia shifting to the side of the Allies in the war with Joan and her new 
partner, Pete Bristol. This is how the description appHDUVLQWKHW\SHVFULSWZLWK/REUDQR¶V
substitution in italics): 
Joan had always been tireless in her gentle way. She hated to see the night 
HQGDQGLWZDVDIWHUWKUHHR¶FORFNZKHQ-DFNVWXPEOHGLQWRKLVDSDUWPHQW
He had no recollection of the last hour or so of the evening, but Hhe had 
lost his hat, and could not remember where he had checked his suit coat his 
clothes were soiled, as if he had fallen in the street or on a dirty floor. He 
ZDV KDJJDUG DQG VLFN LQ WKH PRUQLQJ DQG GLGQ¶W JHW WR KLV RIILFH XQWil 
eleven. (12) 
Cheever conveys the confusion of a drunken stupor by moving rapidly from a description 
RI -DFN µVWXPEOLQJ¶ LQWR KLV DSDUWPHQW LQ WKH VHFRQG VHQWHQFH RI WKLV SDVVDJH WR D
description of his hatless and coatless appearance in the third sentence. Despite his 
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preference for concision and brevity of expression elsewhere in the typescript, Lobrano 
DGGHGPDWHULDO WR WKLVSDVVDJH ,Q WKH WKLUGVHQWHQFHKHERRNHQGHG µKHKDG ORVWKLVKDW
DQG¶ZLWK WZR LQGHSHQGHQWFODXVHV µ+HKDGQR UHFROOHFWLRQRf the last few hours of the 
HYHQLQJ¶DQGµKLVFORWKHVZHUHVRLOHGDVLf he had fallen in the street RQDGLUW\IORRU¶$V
&KHHYHU GHVFULEHV -DFN -RDQ DQG 3HWH GULQNLQJ FKDPSDJQH µZLWK WKHLU GLQQHU¶ DW µWKH
/DID\HWWH¶DKRWHODQGLQµWZRRUWKUHHRWKHUSODFHV¶DIHZVHQWHQFHVHDUOLHULQWKLV
paragraph, these additional clauses elaborate unnecessarily RQ-DFN¶VGUXQNHQQHVV 
:KLOHWKLVH[DPSOHVXJJHVWVDQRWKHULQVWDQFHRI&KHHYHUDFFHSWLQJ/REUDQR¶VHGLWV
over his original intention, the publisheG YHUVLRQ RI µ7RUFK 6RQJ¶ UHYHDOV WKDW &KHHYHU
revised and reorganised the passage using a combination of authorial and editorial 
material. Only the description of Jack stumbling into his apartment remains intact in this 
passage as it appears in the publisKHG YHUVLRQ RI µ7RUFK 6RQJ¶. Working through 
/REUDQR¶V UHYLVLRQV &KHHYHU FRPELQHG WKH LQGHSHQGHQW FODXVH /REUDQR LQVHUWHG DV WKH
RSHQLQJ SDUW RI WKH WKLUG VHQWHQFH µ+H KDG QR UHFROOHFWLRQ RI WKH ODVW KRXU RU VR RI WKH
HYHQLQJ¶ZLWKWKHRULJLQDOIRXUWKVHQWHQFHRIWKHSDVVDJHµ+HZDVKDJJDUGDQGVLFNLQWKH
PRUQLQJDQGGLGQ¶WJHW WRKLVRIILFHXQWLOHOHYHQ¶ WRSURGXFHDQHZWKLUGVHQWHQFHµ7KH
following morning he woke up haggard and sick with no recollection of the last hour or so 
of the previous evenLQJ¶  &KHHYHU FUHDWHG D IRXUWK VHQWHQFH E\ FRQMRLQLQJ WKH
DGMHFWLYDO SKUDVHV µ+LV VXLW ZDV VRLOHG¶ DQG µKH KDG ORVW KLV KDW¶  5DWKHU WKDQ
DFFHSWLQJ /REUDQR¶V HGLWV RXWULJKW &KHHYHU LQWHJUDWHG KLV HGLWRU¶V SLHFHV RI GHVFULSWLYH
prose with his own to form a version of the passage that largely honoured his original 
intention.  
Other instances of Cheever attempting to wrestle editorial control away from 
/REUDQRLQWKHZRUNLQJYDULW\SHRIµ7RUFK6RQJ¶DUHVFDrce, however. In most instances, if 
Lobrano crossed out more than one paragraph on a page, Cheever either revised the deleted 
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material on inserts or rejected it altogether. After Lobrano crossed out a conversation 
EHWZHHQ-DFNDQG-RDQLQZKLFKVKHDQVZHUV-DFN¶VTXHVWLRQVDERXWWKHIDWHVRI four of her 
lovers on page fifteen of the typescript, for example, Cheever cut the exchange between 
-DFN DQG -RDQ IURP WZHQW\ OLQHV LQ OHQJWK WR WZHOYH DQG UHSODFHG WKUHH RI -RDQ¶V IRXU
utterances with short, summarising sentences of narrative prose. SubVHTXHQWO\ -RDQ¶V
explanation of what happened to Franz on page fifteen² 
µ³)UDQ]"´VKHDVNHG³)UDQ]NLOOHGKLPVHOI+HFDPHWRP\KRXVHWKDWQLJKW
in September, the night Germans bombed Warsaw. He listened to the news 
on the radio and then went back to his hotel and took poison. They called 
PHDWWKHRIILFH,¶OOQHYHUIRUJHWWKDWPRUQLQJ7KHPDLGIRXQGKLPLQWKH
bathroom. None of the other refugees would help. I had to do everything 
P\VHOI´¶² 
EHFDPH µ)UDQ] WKH *HUPDQ WRRN SRLVRQ WKH QLJKW WKH 1D]LV ERPEHG :DUVDZ¶ RQ DQ
LQVHUWKHDGHGµD¶/REUDQRDGGHGKLVRZQUHYLVLRQRIWKLVSLHFHRIGLDORJXHWRWKHLQVHUW
µ³:HOLVWHQHGWRWKHQHZVRQWKHUDGLR´-RDQVDLG³DQGWKHQKHZHQWEDFNWRKLVKRWHODQG
took poison. The maid found him dead in the EDWKURRPQH[WPRUQLQJ´¶D+HGUHZD
OLQHIURPWKHILUVWZRUGRIWKLVUHYLVLRQWRWKHSHULRGIROORZLQJµ:DUVDZ¶WRLQGLFDWHZKHUH
this material should be inserted into the story once it was being set into galleys. As 
Lobrano deleted this piece of dialogue originally, it is likely that he pencilled it onto the 
insert. It is not clear whether Lobrano did this of his own volition, or at the behest of 
Cheever, who, having to work under time-pressure, may have felt that he rushed his 
revision of the paragraph on page fifteen.41 When Lobrano drew heavy diagonal lines 
                                                          
41
 In the absence of archival evidence, this is conjecture. But Cheever did feel, on occasion, that the revisions 
KHPDGHWRVWRULHVERWKLQSHQFLORQWKHJDOOH\SURRIVDQGLQWKHIRUPRIW\SHGLQVHUWVZHUHµKDVW\¶RUµOD]\¶
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through all but three lines of page sixteen of the typescript, Cheever retyped the page on an 
LQVHUWODEHOOHGµD¶SD\LQJFDUHIXODWWHQWLRQWR/REUDQR¶VHGLWLQJRIWKHERG\-text prior to 
his scriEEOLQJOLQHVRYHULW&KHHYHUPDGHDGHVFULSWLRQRIRQHRIWKHJXHVWVDW-RDQ¶VSDUW\
µD SHVVLPLVW ZKR VWD\HG FORVH WR WKH UDGLR ZDLWLQJ IRU WKH DQQRXQFHPHQW RI FDWDFO\LVLP
[sic@¶OHVVK\SHUEROLFDQGPRUHSUHFLVHZKHQKHUHYLVHGLWRQWKHLQVHUWµDnd a man 
ZKR VWD\HG FORVH WR WKH UDGLR OLVWHQLQJ IRU QHZV IURP WKH %DONDQV¶ D 5DWKHU WKDQ
UHWDLQ WKH VXJJHVWLYH QRXQV µSHVVLPLVW¶ DQG µFDWDFO\VP¶ ERWK RI ZKLFK DUH VHPDQWLFDOO\
pertinent to the context of socio-political upheaval that pervades the story, Cheever again 
uses the more impersonal journalistic prose style Lobrano preferred to revise this 
GHVFULSWLRQ &KHHYHU¶V UHOLDQFH RQ WKLV VWUDWHJ\ WKURXJKRXW WKH HGLWLQJ RI µ7RUFK 6RQJ¶
indicates his reluctance to enter into a creative dispute with Lobrano, lest it jeopardise the 
publication of the story in the magazine.  
,WLVIRUWKLVUHDVRQWKDW/REUDQR¶VHGLWLQJRIµ7RUFK6RQJ¶LVEHVWXQGHUVWRRGDVDQ
act of institutional control that Cheever pragmatically accepted for economic reasons. 
Unlike Maxwell, a more flexible and creatively collaborative editor who worked closely 
with contributors throughout each stage of the editing process, Lobrano consciously 
OLPLWHG ERWK KLV SDUDWH[WXDO DQG SHUVRQDO LQWHUDFWLRQ ZLWK &KHHYHU ZKLOH HGLWLQJ µ7RUFK
6RQJ¶Ior publication. Lobrano did this because he lacked an artistic vision for the story; 
his main priority was to edit it so that it met the stylistic requirements of the magazine. 
:KHQ FRPSDULQJ WKH W\SHVFULSW ZLWK WKH SXEOLVKHG YHUVLRQ RI µ7RUFK 6RQJ¶ LW EHcomes 
clear that Lobrano performed this task aggressively. In several instances, his heavy 
crossings out of words, phrases, and sentences appear to have intimidated Cheever into 
making revisions that were more conservative than was his original intention. In this sense, 
                                                                                                                                                                               
New Yorker Records, NYPL, General Correspondence, Box 445, fol. 12, Cheever to Maxwell, [n.d.] c. July 
1947.  
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&KHHYHU WROHUDWHGDQGDFFRPPRGDWHG /REUDQR¶V HGLWRULDO LQWHUIHUHQFH LQPXFK WKH VDPH
way that the character of Joan maintains her conviviality towards men despite being 
FRQQHGDQGDEXVHGE\WKHPGXULQJWKHFRXUVHRIµ7RUFK6RQJ¶ 
&KHHYHU¶Vreasons for doing this are less ambiguous than -RDQ¶V, however. Not only 
did he have a first-reading agreement with The New Yorker that rewarded the quantity of 
stories a contributor published in the magazine DQQXDOO\D F\FOHRIZKLFK µ7RUFK6RQJ¶
was a part, he had also received an advance payment for the story. Consequently, Cheever 
had little choice but to place professional pragmatism over artistic ambition on this 
occasion. Despite having made this decision, as well as some RIKLVRZQFKDQJHVWRµ7RUFK
6RQJ¶, Cheever was left disappointed with the final version of the story. Shortly after the 
SXEOLFDWLRQ RI µ7RUFK 6RQJ¶ in The New Yorker, he complained to Lobrano that he had 
received a few telephone calls EXWµYHU\OLWWOHILUVW-FODVVPDLO¶FRQFHUQLQJWKHVWRU\LWZDV
&KHHYHUFRQFHGHGRQO\DVXFFHVV µDPRQJ WKHFKHDSVHDWV¶.42 ,Q WKLVVHQVH µ7RUFK6RQJ¶
became a story that fell somewhere between the artistic and commercial extremes of the 
magazine marketplace as Cheever understood them during the 1940s. 
That Cheever had artLVWLFH[SHFWDWLRQVIRUµ7RUFK6RQJ¶ is perhaps surprising given 
his lack of resistance towards editing that impinged sporadically on his personal style. But 
a part of the reality of producing short stories for large-circulation magazines for Cheever 
was that his artistic ambition was proportional to his financial needs. Despite µ7RUFK6RQJ¶
being a subversive work of New Yorker fiction, and not being written expressly for money 
as some of his other stories occasionally were, the story appears to have been 
FRPSURPLVHG FUHDWLYHO\ E\ &KHHYHU¶V financial short-termism. This was not always an 
issue for Cheever, however. During the 1950s, several of his suburban New Yorker stories, 
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 New Yorker Records, NYPL, General Correspondence, Box 445, fol. 12, John Cheever to Gustave S. 
Lobrano, [n.d.] c. October 1947.  
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including µ7KH &RXQWU\ +XVEDQG¶ The New Yorker  1RYHPEHU  DQG µ7KH
+RXVHEUHDNHU RI 6KDG\ +LOO¶ The New Yorker, 14 April 1956), were the products of 
artistically fulfilling and reciprocal editorial collaborations between Cheever and The New 
Yorker¶VILFWLRQGHSDUWPHQW As Chapter Four reveals, in 1955, Cheever enjoyed one of his 
most successful collaborations with The New Yorker RQ WKH UHMHFWHG ILUVW GUDIW RI µ7KH
HousHEUHDNHURI6KDG\+LOO¶, which he originally submitted to the magazine under the title 
RIµ7KH5HIRUPHG+RXVHEUHDNHU¶. Working in the absence of economic pressure from The 
New Yorker (if not from his personal financial commitments), Cheever was able, with the 
support of Maxwell, to transform the draft formally, structurally, and stylistically into a 
New Yorker story without compromise.  
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Chapter Four: 
7KH5HIRUPLQJRIµ7KH+RXVHEUHDNHURI6KDG\+LOO¶E\-RKQ&KHHYHUDQGThe New 
Yorker, 1955 to 1956 
 
Chapter Four examines how Cheever collaborated with his editors at The New Yorker to 
WUDQVIRUPµ7KH5HIRUPHG+RXVHEUHDNHU¶LQWRµ7KH+RXVHEUHDNHURI6KDG\+LOO¶The New 
Yorker, 14 April 1956) by analysing the editorial and authorial changes between the first 
two drafts of the story, the working varitype proof, and the published version. G. Thomas 
7DQVHOOH DUJXHV WKDW WKH µDXWKRU¶V LQWHQWLRQ¶ in a collaborative effort results from µa 
merging of the separate intentions RIWKHLQGLYLGXDODXWKRUV¶VRWKDWµthe final result is thus 
LQWHQGHGE\HDFKRIWKH>DXWKRUV@¶.1 While this utopian notion of collaboration could not be 
DSSOLHG WR WKH HGLWLQJ RI µ7RUFK 6RQJ¶ in 1947 in Chapter Three, it more accurately 
describes the transformation RIµ7KH5HIRUPHG+RXVHEUHDNHU¶LQWRµ7KH+Rusebreaker of 
6KDG\+LOO¶LQ.  
The substantial level of creative collaboration between Cheever and his editors, 
William Maxwell and Gustave S. Lobrano, on µ7KH+RXVHEUHDNHURI6KDG\+LOO¶KDVEHHQ
hitherto neglected by critics. Chapter Four DUJXHV WKDW WKH VXEVHTXHQW GUDIWV RI µ7KH
5HIRUPHG +RXVHEUHDNHU¶ ZHUH VWURQJO\ LQIOXHQFHG E\ /REUDQR¶V LQLWLDO FULWLFLVP RI WKH
first draft and the meticulous editing of each draft by Maxwell. Although Lobrano was less 
LQWHUHVWHG LQ FUHDWLYH FROODERUDWLRQ WKDQ 0D[ZHOO KLV RSLQLRQ WKDW µ7KH 5HIRUPHG
+RXVHEUHDNHU¶ ODFNHG IRFXV OHG WR SHUKDSV WKH PRVW VLJQLILFDQW FKDQJH LQ WKH VWRU\ WKH
switch from alternating third-person limited and omniscient narration of its first draft to the 
                                                          
1
 * 7KRPDV 7DQVHOOH µ7KH (GLWRULDO 3UREOHP RI )LQDO $XWKRULDO ,QWHQWLRQ¶ Studies in Bibliography, 29 
(1976), 167-211 (p. 190).  
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first-person limited narration of its second draft and working varitype proof (both titled 
µ7KH +RXVHEUHDNHU RI 6KDG\ +LOO¶ $W WKH VDPH WLPH DQG DORQJVLGH WKH FKDQJHV WKDW
Cheever himself made tR WKH VWRU\¶V VHWWLQJ QDUUDWLYH SURVH GLDORJXH VHW-pieces, and 
structure during the editing process, he also accepted and incorporated almost all of 
0D[ZHOO¶VFRUUHFWLRQVDQGVXJJHVWLRQV LQWR WKHVXEVHTXHQWGUDIWVRI WKHVWRU\&UXFLDOO\
rather than seOOLQJ WKH RULJLQDO GUDIW RI µ7KH 5HIRUPHG +RXVHEUHDNHU¶ WR DQRWKHU ODUJH-
circulation magazine for more money than The New Yorker could ultimately pay for the 
story, Cheever deferred instead to the professional judgement of Maxwell.2 It was an adroit 
move on the part of Cheever. The published version of the story would help to define the 
VXEXUEDQ DHVWKHWLF RI &KHHYHU¶V third collection of short fiction, The Housebreaker of 
Shady Hill and Other Stories, which was published in September 1958. Unlike the 
PDMRULW\ RI &KHHYHU¶V VWRULHV µ7KH +RXVHEUHDNHU RI 6KDG\ +LOO¶ GHULYHV LWV ILQDO IRUP
from synthesis rather than excision or substitution; in this sense, the story is a true model 
of collaborative work.     
7KH HGLWRULDO FROODERUDWLRQ EHWZHHQ &KHHYHU /REUDQR DQG 0D[ZHOO RQ µ7KH
5HIRUPHG+RXVHEUHDNHU¶EHJDQLQHDUQHVWGXULQJWKHVSULQJRI In a letter dated 18 
April 1955, Maxwell, who had been editing &KHHYHU¶VVKRUWVWRULHVIRUThe New Yorker on 
and off since late 1938, asked the author RQ EHKDOI RI WKH PDJD]LQH¶V KHDG RI ILFWLRQ
Lobrano, if he could be persuaded to work some more on an original story manuscript he 
KDGVXEPLWWHGWRWKHPDJD]LQHDZHHNHDUOLHUHQWLWOHGµ7KH5HIRUPHG+RXVHEUHDNHU¶.3 In 
&KHHYHU¶V submission, Hake, a suburban family-man protagonist, is forced to steal money 
from his wealthier neighbours in the suburb of Bayard Manor when his wife, Christina, 
                                                          
2
 The New Yorker paid $2075 for the story ($18,318.77 in 2015). John Cheever, The Letters of John Cheever, 
ed. by Benjamin Cheever (New York: Simon and Schuster, 1988), p. 176. 
3
 New York, New York Public Library, The New Yorker Records, Astor, Lenox, and Tilden Foundations 
(herewith New Yorker Records, NYPL), Series 3: Editorial Correspondence 1928-1980, Fiction 
Correspondence 1952-1980, Box 734, fol. 27, William Maxwell to John Cheever, 18 April 1955.  
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RYHUFRPHVKHUIHHOLQJWKDWWKHVXEXUELVµZRUOGO\DQGZLFNHG¶DQGGHYHORSVDQaddiction 
to clothes shopping after being encouraged by her husband to accept more of the social 
invitations that came their way.4 Lobrano, Maxwell explained to Cheever, liked the story 
µLQ SULQFLSOH¶ EXW IHOW WKDW LW ZDV µQRW TXLWH LQ IRFXV¶ DQG WKDW LW Pight help if Cheever 
µH[WHQGHGDQGHQODUJHG DQ LGHD WKDW >ZDV@ DOUHDG\ WKHUH²that before the theft [Hake] is 
cheerful and likeable and easy going, and after it his point of view is so entirely changed 
WKDWKHEHFRPHVDGLIIHUHQWSHUVRQ >«@¶.5 Cheever agreed, submitting an undated second 
GUDIWRIWKHVWRU\WRWKHPDJD]LQHZLWKLQDFRXSOHRIZHHNVRIUHFHLYLQJ0D[ZHOO¶VOHWWHU
'XULQJKLVHGLWLQJRIWKHVWRU\¶VVHFRQGGUDIW0D[ZHOOSLFNHGXSRQ&KHHYHU¶VFKDQJHRI
setting from the suburb of Bayard Manor WRWKHµbanlieue RI6KDG\+LOO¶DQGFURVVLQJRXW
WKH ZRUG µ5HIRUPHG¶ DQG DGGLQJ µRI 6KDG\ +LOO¶ DIWHU µ+RXVHEUHDNHU¶ UHWLWOHG WKH VWRU\
µ7KH+RXVHEUHDNHURI6KDG\+LOO¶.6 Cheever subsequently produced one more draft of the 
story which Maxwell worked up into a working varitype proof and, in conjunction with the 
PDJD]LQH¶VPDNH-up department (printers, copy-editors, and fact-checkers), scheduled to 
run sometime in the early spring of 1956.7  
µ7KH +RXVHEUHDNHU RI 6KDG\ +LOO¶ ZDV HYHQWXDOO\ SXEOLVKHG LQ WKH 14 April 1956 
issue of The New Yorker. The published version of the story is told exclusively through the 
point of view of Hake, and it begins with him losing his job at a plastic wrap 
manufacturing company that he has worked for since the end of the Second World War. 
Reluctant to tell his wife about his unemployment and concerned about being able to keep 
                                                          
4
 New Yorker Records, NYPL, Series 8: Magazine Make Up: Copy & Source 1950-1981, Box 1840, 
µ2ULJLQDO&RS\$SU>RI@¶-RKQ&KHHYHUµ7KH5HIRUPHG+RXVHEUHDNHU¶1st draft), pp. 1-25 (p. 
1). Further references to this version of this story are given in parentheses after quotations in the text. 
5
 New Yorker Records, NYPL, Fiction Correspondence, Maxwell to Cheever, 18 April 1955. 
6
 New Yorker Records, NYPL, Magazine Make Up, %R[µ2ULJLQDO&RS\$SU>RI@¶-RKQ
&KHHYHUµ7KH+RXVHEUHDNHURI6KDG\+LOO¶2nd draft), pp. 1-25 (p. 1).  Further references to this version of 
the story are given in parentheses after quotations in the text. 
7
 New Yorker Records, NYPL, Magazine Make Up%R[µ2ULJLQDO &RS\$SU>RI@¶-RKQ
&KHHYHUµ7KH+RXVHEUHDNHURI6KDG\+LOO¶ZRUNLQJYDULW\SHSURRI, pp. 1-23 (p.1v). Further references to 
this version of the story are given in parentheses after quotations in the text. 
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XS ZLWK WKH PRUWJDJH SD\PHQWV RQ KLV µQLFH KRXVH ZLWK D JDUGHQ DQG SODFH RXWVLGH IRU
cookinJ PHDW¶ LQ WKH :HVWFKHVWHU-like upper-middle-class suburb of ShDG\ +LOO +DNH¶V
relatively optimistic outlook on life quickly erodes.8 Haunted by a premonition of his own 
death from bronchial cancer and growing increasingly resentful of his rich neighbours who 
ZHUH µDOZD\V VSHQGLQJ PRQH\¶  +DNH PDNHV WKH GHVSHUDte decision to commit a 
series of burglaries in order to steal the money he needs to maintain his place within his 
suburban community.  
0D[ZHOO RQFH GHVFULEHG &KHHYHU¶V VW\OH RI ZULWLQJ DV DQ HVFDODWLRQ IURP µVWUDLJKW
ZULWLQJ¶, during which the reader was warned that liberties would be takenµLQWRLQFUHGLEOH
IDUFH¶.9 IW LV LQ WKLVVSLULW WKDW+DNH¶VKRXVHEUHDNLQJHQGVDOPRVWDVDEUXSWO\DVLWEHJLQV
and wiWKRXW UHSHUFXVVLRQ LQ WKHSXEOLVKHGYHUVLRQRIµ7KH+RXVHEUHDNHURI6KDG\+LOO¶. 
As Hake himself observes after getting his old job back towDUGV WKHHQGRI WKHVWRU\ µa 
ZRUOGWKDWKDGVHHPHGVRGDUNFRXOGLQDIHZPLQXWHVEHFRPHVRVZHHW¶The final 
set-SLHFHRI µ7KH+RXVHEUHDNHURI6KDG\+LOO¶ VXEWO\SUREOHPDWLVHV+DNH¶V VHQVHRI WKH
µVZHHWQHVV¶RIOLIHLQ6KDG\+LOOKRZHYHU8SRQKLVUHFHLSWRIDFDVKDGYDQFHIURP
ZRUN+DNHVSHQGVRQHODVWQLJKWDVµDFRPPRQWKLHIDQGDQLPSRVWRU¶LQRUGHUWR
UHSD\KLVGHEWWRKLVFRPPXQLW\ZKHQKHEUHDNVLQWRWKH:DUEXUWRQV¶KRXVHIRUWKHVHFRnd 
time to return the nine hundred dollars he had originally stolen from them. Having left the 
money iQ DQ HQYHORSH RQ KLV QHLJKERXUV¶ kitchen table, Hake is walking home when a 
SROLFHFDUSXOOVXSDORQJVLGHKLPDQGDQRIILFHUDVNVµ³:KDWDUH\RXGRLQJRXt at this time 
RI QLJKW 0U +DNH"´¶  8QGHU VXVSLFLRQ EHFDXVH KH LV RXW RI SODFH²walking the 
VWUHHWVRI6KDG\+LOOµZKHQWKHODVWOLJKWVRIWKHQHLJKERXUKRRGKDGEHHQSXWRXW¶²
                                                          
8
 John Cheever, µ7KH+RXVHEUHDNHr of Shady Hill¶, The New Yorker, 14 April 1956, pp. 42-71, repr. in The 
Stories of John Cheever (London: Vintage, 1990), pp. 329-50 (p. 329). Because there are no differences 
EHWZHHQWKHVHYHUVLRQVRIµ7KH+RXVHEUHDNHURI6KDG\+LOO¶IXUWKHUUHIHUHQFHVWo the published version of 
the story refer to the reprint and are given in parentheses after quotations in the text. 
9
 New Yorker Records, NYPL, Fiction Correspondence, Box 767, fol. 5, William Maxwell to John Cheever, 
12 November 1959. 
168 
 
Hake has no choice but to criminally mislead the policeman into thinking he is out walking 
KLV GRJ µ³,¶P ZDONLQJ WKH GRJ´ , VDLG FKHHUIXOO\ 7KHUH ZDV QR GRJ LQ VLJKW EXW WKH\
GLGQ¶W ORRN¶  +DNH EHLQJ OHIW DORQH µZKLVWOLQJ PHUULO\ LQ WKH GDUN¶ DIWHU D QRQ-
existent dog (350), reinforces the central irony of the story: despite having stolen money 
from his neighbours, Hake only falls under suspicion of disturbing the moral order of 
Shady Hill when he is caught walking the neighbourhood after dark. 
'HVSLWH WKH IDFW WKDW µ7KH +RXVHEUHDNHU RI 6KDG\ +LOO¶ ZDV WKH VHYHQWK story 
Cheever published in The New Yorker between 1953 and 1956 set in the fictional suburb 
of Shady Hill, critics have emphasised the aesthetic influence of the story on The 
Housebreaker of Shady Hill and Other Stories. Not only did Cheever use the story¶VWLWOH
as the title of the collection, he also placed the story first in the sequence of eight stories, 
all of which are set in Shady Hill. Keith Wilhite argues that µ7KH+RXVHEUHDNHURI6KDG\
+LOO¶ D VWRU\ WKDW UHIOHFWV &KHHYHU¶V RZQ DPELYDOHQFH WRZDUGs living in the suburbs of 
Westchester in the 1950s, LVµWKHUHDGHU¶VLQWURGXFWLRQLQWRWKHFRUUXSWLRQWKDWUXQVWKURXJK
the Shady Hill collection²into the adultery, drunkenness, burglary, occasional violence, 
and other trespasses that constitute the sociaO IDEULF RI &KHHYHU¶V VXEXUE¶. 10  Scott 
Donaldson, meanwhile, makes a broader claim for the collection, identifying its 
publication as the moment &KHHYHU µEHFDPH IL[HG LQ WKHSXEOLFPLQGDV D FKURQLFOHURI
VXEXUEDQOLIH¶²an important element of his literary reputation today.11 In 1956, however, 
µ7KH+RXVHEUHDNHURI6KDG\+LOO¶ZDVIRUHPRVWDVXUSULVHILQDQFLDOVXFFHVVIRU&KHHYHU
A couple of weeks after its publication in The New Yorker, M-G-M bought the film rights 
to the story for $25,000 ($218,570.77 in 2015), a sum of money Cheever used, in part, to 
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 .HLWK :LOKLWH µ-RKQ &KHHYHU¶V 6KDG\ +LOO RU KRZ , OHDUQHG WR VWRS ZRUU\LQJ DQG ORYH WKH VXEXUEV¶
Studies in American Fiction, 34 (2006), 215-40 (p. 225). 
11
 6FRWW 'RQDOGVRQ µ&KHHYHU¶V Shady Hill $ 6XEXUEDQ 6HTXHQFH¶ in Modern American Short Story 
Sequences: Composite Fictions and Fictive Communities, ed. by R. Gerald Kennedy (Cambridge: Cambridge 
University Press, 1995), pp. 133-150 (p. 135). 
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relocate his family from the suburbs of Westchester to Italy, where they lived for a year 
prior to the publication of his debut novel, The Wapshot Chronicle, in 1957.12   
The similarities between the fiction depDUWPHQW¶V FULWLFLVP RI µ7KH 5HIRUPHG
+RXVHEUHDNHU¶ which Maxwell homogenised in his 18 April 1955 letter to Cheever, and 
the criticism that appeared in earlier rejection letters (several of which were examined in 
Chapter Three) to Cheever from The New Yorker indicate that the story was initially 
UHMHFWHGE\ WKHPDJD]LQH ,Q D UHMHFWLRQ OHWWHU IRURQHRI&KHHYHU¶VZDU VWRULHVGDWHG
-XO\µ$Q,QWHUYLHZZLWKWKHColonel¶, Lobrano, who was then editing Cheever on a 
full-WLPH EDVLV KLJKOLJKWHG WKH IDFW WKDW µWKH \RXQJ PDQ DVNLQJ IRU WKH WUDQVIHU GRHVQ¶W
come out at all clearly as character, nor does the colonel¶.13 /REUDQRDOVRPHQWLRQHGµWKH
prevailing opinion that the authRU¶V \RXU V\PSDWKLHV DQG YLHZSRLQW ZHUHQ¶W FOHDUO\
focused, which left the reader somewhat confused¶.14  According to Maxwell, Lobrano 
LGHQWLILHG DQG FULWLFLVHG D VLPLODU ODFN RI IRFXV RQ FKDUDFWHU DQG YLHZSRLQW LQ µ7KH
5HIRUPHG+RXVHEUHDNHU¶LQ 
Consequently, the most likely reason for the story being salvaged is a financial one. 
As explained in Chapter Two0D[ZHOOZDVUHVSRQVLEOHIRUPDQDJLQJ&KHHYHU¶VGUDZLQJ
account of two thousand dollars with The New Yorker and administering all of his story 
payments to him by mail.15 *LYHQ WKDW &KHHYHU¶V SULPDU\ VRXUFH RI LQFRPH EHIRUH KLV
debut as a novelist in 1957 came from selling stories to the magazine, the offer to help 
&KHHYHUGHYHORSµ7KH5HIRUPHG+RXVHEUHDNHU¶PD\KDYHEHHQPDGHLQRUGHUWRDOOHYLDWe 
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 Cheever, The Letters of John Cheever, p. 176. According to his biographer, Blake Bailey, Cheever also 
sent his friend, the raGLFDOZULWHUDQGMRXUQDOLVW-RVHSKLQH+HUEVWDFKHTXHIRURXWRIµWKH+ROO\ZRRG
PRQH\¶Blake Bailey, Cheever: A Life (New York: Knopf, 2009), p. 224. 
13
 New Yorker Records, NYPL, Series 3: Editorial Correspondence 1928-1980, General Correspondence 
1928-1951, Box 403, fol. 8, Gustave S. Lobrano to John Cheever, 31 July 1944.   
14
 New Yorker Records, NYPL, General Correspondence, Lobrano to Cheever, 31 July 1944. 
15
 7RSXW&KHHYHU¶VGUDZLQJ DFFRXQW ZLWK WKH PDJD]LQH LQWRSHUVSHFWLYH WKH DYHUDJH PHGLDn) income of 
men in the United States in 1956 was $3600 ($31,314.57 in 2015), a gain of about two hundred and fifty 
dollars on the previous year. US Department of Commerce, µ&XUUHQW 3RSXODWLRQ 5HSRUWV &RQVXPHU
,QFRPH¶ 'HFHPEHU   http://www2.census.gov/prod2/popscan/p60-030.pdf> [accessed 29 September 
2014] 
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some of his financial indebtedness to The New Yorker. When Maxwell was concerned that 
Cheever was about to hit the ceiling of his drawing account, he sent Cheever a financial 
statement, a few words of encouragement, or both as an incentive for him to produce new 
stories. 1954 turned out to be a relatively successful year for Cheever with The New Yorker 
publishing four of his stories: µ7KH)LYH-Forty-(LJKW¶$SULOµ,QGHSHQGHQFH'D\DW6W
%RWROSK¶V¶-XO\µ7KH'D\WKH3LJ)HOO,QWRWKH:HOO¶2FWREHUDQGµ7KH&RXQWU\
+XVEDQG¶ 1RYHPEHU. But 1955 was a less successful year overall, with just two of 
&KHHYHU¶V stories appearing in the magazine: µ-XVW7HOO0H:KR ,W:DV¶ $SULO DQG
µ-XVW2QH0RUH7LPH¶2FWREHU When Cheever UHFHLYHG0D[ZHOO¶V OHWWHUFRQFHUQLQJ
µ7KH5HIRUPHG+RXVHEUHDNHU¶LQ$SULOWKHDXWKRU had sold just one story to The New 
YorkerµThe Journal of DQ2OG*HQW¶The New Yorker, 18 February 1956). It is therefore 
probable that Maxwell and Lobrano ignored departmental practice as a favour to Cheever, 
a writer they had both edited throughout the 1940s and 1950s, and a writer who had, by 
1955, been contributing stories to the magazine for two decades.  
 
'UDIWµ7KH5HIRUPHG+RXVHEUHDNHU¶$SULO1955) 
µ7KH 5HIRUPHG +RXVHEUHDNHU¶ EURDGO\ IROORZV WKH Vchema of two earlier stories that 
Cheever published in The New Yorker LQ  DQG  UHVSHFWLYHO\ µ2 <RXWK DQG
%HDXW\¶$XJXVWDQGµ7KH&RXQWU\+XVEDQG¶1RYHPEHU/LNHµ7KH
5HIRUPHG +RXVHEUHDNHU¶ WKHVH VWRULHV DUH WROG WKURXJK D PL[WXUH RI WKLUG-person 
omniscient and third-person limited narration, set in a suburb, and feature a male family-
man protagonist struggling against the physical and emotional confinement of suburban 
life through limited acts of personal rebellion and transgression. µ2<RXWK DQG%HDXW\¶
DQG µ7KH &RXQWU\ +XVEDQG¶ DOVR SRVVHVV VLPLODU GUDPDWLF DUFV WR µ7KH 5HIRUPHG
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+RXVHEUHDNHU¶ ,Q µ2<RXWK DQG%HDXW\¶&DVK%HQWOH\ D IRUPHUFROOHJH DWKOHWH LQKLV
HDUO\ IRUWLHV UHDUUDQJHV KLV QHLJKERXUV¶ IXUQLWXUH DW WKH HQG RI HDFK 6DWXUGD\ QLJKW¶V
cocktail party in order to stage a solo hurdle-race in their living rooms. Before he breaks 
KLV OHJ KXUGOLQJ IXUQLWXUH %HQWOH\ LV µRQH RI WKH EHVW-OLNHG PHQ¶ LQ 6KDG\ +LOO DQG WKH
FRPPXQLW\¶VZDUPIHHOLQJWRZDUGVERWKKLPDQGKLVIDPLO\HQVXUHVWKDWWKH\DUHPHPEHUV
of the country club even though they cannot afford to be.16 But after the accident, Bentley 
VLQNV LQWR GHSUHVVLRQ DQG OLNH +DNH ZKR DIWHU KLV ILUVW EXUJODU\ LQ µ7KH 5HIRUPHG
+RXVHEUHDNHU¶ ILQGV KLV VXUURXQGLQJV µVXEWO\ WR KDYH FKDQJHG IRU WKH ZRUVH¶ EHFRPHV
depressed (280).  
UnlikH µ7KH 5HIRUPHG +RXVHEUHDNHU¶ KRZHYHU µ2 <RXWK DQG %HDXW\¶ HQGV
tragically, with an inebriated Bentley ordering his wife to fire a pistol to start him off on a 
final hurdle-UDFHLQWKHLUOLYLQJURRP7KHSLVWROJRHVRIIXQH[SHFWHGO\LQKLVZLIH¶VKDQGV
DQG %HQWOH\ LV NLOOHG LQVWDQWO\ ,Q µ7KH &RXQWU\ +XVEDQG¶ )UDQFLV :HHG LV D FRUSRUDWH
middle-manager who finds it difficult to readjust to his comfortable life in Shady Hill after 
surviving a plane crash on the way home from a business trip. :HHG¶V SRVW-traumatic 
stress isolates him from both his family and his community, and causes him to contemplate 
having an affair with the seventeen year old babysitter of his children.17 After fantasising 
about the babysitter and insulting the community gossip, Mrs. Wrightson, Weed rows with 
his wife. Teetering on the brink of exile from Shady Hill, Weed agrees to visit a 
psychiatrist to whom he confesses his love for the babysitter. The story ends with Weed in 
his garage, having taken up woodwork as a therapy. Like HDNH DW WKH HQG RI µ7KH
                                                          
16
 John Cheever, µ2<RXWKDQG%HDXW\¶The New Yorker, 22 August 1953, pp. 20-25, repr. in The Stories of 
John Cheever (London: Vintage, 1990), pp. 275-85 (p. 276). Because there are no differences between these 
YHUVLRQVRIµ2<RXWKDQG%HDXW\¶Iurther references to the published version of the story refer to the reprint 
and are given in parentheses after quotations in the text.  
17
 John Cheever, µ7KH &RXQWU\ +XVEDQG¶ The New Yorker, 20 November 1954, pp. 38-48, repr. in The 
Stories of John Cheever (London: Vintage, 1990), pp. 420-46. Because there are no differences between 
WKHVHYHUVLRQVRIµ7KH&RXQWU\+XVEDQG¶Iurther references to the published version of the story refer to the 
reprint and are given in parentheses after quotations in the text. 
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5HIRUPHG+RXVHEUHDNHU¶:HHGJRHVXQSXQLVKHGIRUKLVWHPSRUDU\GLVWXUEDQFHRI6KDG\
+LOO¶VPRUDODQGVRFLDORUGHU 
7KH VLPLODULWLHV EHWZHHQ WKHVH VWRULHV VXJJHVW WKDW &KHHYHU ZDV ZULWLQJ µ7KH
5HIRUPHG +RXVHEUHDNHU¶ DFFRUGLQJ WR D IRrmula, having set five stories in Shady Hill 
between 1953 and 1955.18 %XW LI µ7KH 5HIRUPHG +RXVHEUHDNHU ZDV FRPSOHWHG LQ HDUO\
 DV WKH VXEPLVVLRQ GDWH RI µ¶ SHQFLOOHG LQ WKH WRS ULJKW-hand corner of the 
PDQXVFULSW LQGLFDWHV LW ZDV WKHQ&KHHYHU¶V setting of the story in the suburb of Bayard 
Manor suggests that he was conscious of having set five of his stories in Shady Hill 
previously (1). Bayard Manor is a socially, economically, and geographically different 
suburban environment to Shady Hill. It LV GHVFULEHG VFDWKLQJO\ LQ µ7KH 5HIRUPHG
+RXVHEUHDNHU¶DVDWZHQW\\HDUROGGHYHORSPHQWRIµVKDEE\¶ZKLWHIUDPHKRXVHVRQµORWV
VRVPDOOWKDWWKHRZQHUVFRXOGJD]HIUHHO\LQWRRQHDQRWKHU¶VOLYHV¶$OWKRXJK, within 
the chronology of the story, Bayard Manor pre-dates the large-scale suburban 
developments of the 1940s and 1950s that were subsidised by the federal government, its 
shabbiness²small lots, leaky toilets, little living rooms, and fireplaces that do not draw²
is intended to evoke images of the mass-produced postwar suburban homes of Levittown 
LQ 1HZ <RUN DQG /DNHZRRG LQ &DOLIRUQLD  7KH µODUJH DQG VSOHQGLG¶ DXWRPRELOHV
SDUNHGRXWVLGHWKHKRPHVRI+DNH¶VQHLJKERXUVLQµ7KH5HIRUPHG+RXVHEUHDNHU¶FDQEH
read not just as familiar symbols of middle-class consumerism, but also as a 
FRXQWHUPHDVXUHDJDLQVW WKHVXEXUE¶VVKDEELQHVV  ,QFRQWUDVW Shady Hill is an older, 
wealthier, and more rural neighbourhood. It has more in common with the elitist suburban 
neighbourhoods of Llewellyn Park in New Jersey and Riverside in Illinois, both of which 
                                                          
18
 µ2<RXWKDQG%HDXW\¶ $XJXVW µ7KH6RUURZVRI*LQ¶'HFHPEHU µ7KH)LYH-Forty-
(LJKW¶ $SULO µ7KH&RXQWU\+XVEDQG¶1RYHPEHUDQGµ-XVW7HOO0H:KR,W:DV¶
April 1955). 
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were privately developed in the mid-nineteenth century to accommodate upper-middle and 
upper-class businessmen and professionals.  
Neighbourhoods like Llewellyn Park and Riverside were designed to be romantic 
communities in harmony with nature, featuring curvilinear roads, spacious parks, and 
naturally open areas. Similar neighbourhoods were established in Westchester between the 
1880s and 1940s. Cheever locates his fictional suburb of Shady Hill within this more 
historically respectable Northeastern American suburban lineage. The neighbourhood is 
IUHTXHQWO\ KDUPRQLVHG ZLWK LWV UXUDO VXUURXQGLQJV LQ µ2 <RXWK DQG %HDXW\¶ DQG µ7KH
&RXQWU\+XVEDQG¶7KHVXEXUELVVHHQWKURXJKµKHDY\IROLDJH¶µLQDEDWKRISODFLGgolden 
OLJKW¶IURPDWUDLQLQµ2<RXWKDQG%HDXW\¶DQGHYHQWKRXJK6KDG\+LOOLVVDLGWR
µ>KDQJ@PRUDOO\DQGHFRQRPLFDOO\IURPDWKUHDG¶LQµ7KH&RXQWU\+XVEDQG¶LWGRHVVRLQ
WKH DHVWKHWLFDOO\ SOHDVLQJ µHYHQLQJ OLJKW¶  %D\DUG 0DQRU RQ WKH other hand, is 
FRQGHPQHGDQGLVRODWHGLQµ7KH5HIRUPHG+RXVHEUHDNHU¶DVµNLQGRIDVSDZQLQJJURXQG
DSODFHIRUUDLVLQJDQGEULQJLQJWKH\RXQJWRPDWXULW\DQGQRWKLQJHOVH¶µ:KRZRXOGHYHU
LQWKHGDUNHVWQLJKW>«@FRPHEDFN"¶DVNVWKHDXWKRU-narrator towards the end of the story 
(24). 
+DNH¶V SODFH LQ WKH FRPPXQLW\ RI %D\DUG 0DQRU LV IDU OHVV VHFXUH WKDQ HLWKHU
%HQWOH\¶VRU:HHG¶VLQ6KDG\+LOO,QWKHLQWURGXFWLRQWRµ2<RXWKDQG%HDXW\¶%HQWOH\
LV WKH OLIH DQG VRXORI µD ORQJ ODUJH6DWXUGD\-night SDUW\¶ ZLWKKLV QHLJKERXUV  LQ
µ7KH&RXQWU\+XVEDQG¶:HHGLVUHWXUQLQJWRD'XWFK&RORQLDOKRPHWKDWZDVµODUJHUWKDQ
LWDSSHDUHGWREHIURPWKHGULYHZD\¶DQGZKHUHµQRWKLQJ>«@ZDVQHJOHFWHGQRWKLQJKDG
QRW EHHQ EXUQLVKHG¶ ZKHQ KLV SODQH FUDVKHV  %XW LQ WKH LQWURGXFWLRQ WR µ7KH
5HIRUPHG +RXVHEUHDNHU¶ WKH DXWKRU-narrator informs us that Hake is becoming 
LQFUHDVLQJO\ LUULWDWHG ZLWK KLV ZLIH¶V UHOXFWDQFH WR DVVLPLODWH LQWR WKH FRPPXQLW\
&KULVWLQD WKH GDXJKWHU RI D 8QLWDULDQ PLQLVWHU µ>VFRUQV@ the invitations that came their 
174 
 
ZD\¶DQGSUHIHUVWRVWD\DWKRPHPDNLQJFXUWDLQVIRUZLQGRZVDQGGDUQLQJ+DNH¶VVRFNV
(1). The crux of this introduction is that Hake has endured a year of social isolation 
EHFDXVHRI&KULVWLQD¶VDWWLWXGHDQGKHLVIHDUIXOof maintaining his place in community as a 
result. Worried that her reluctance to embrace this new way of life is damaging her 
PDUULDJH&KULVWLQD UHVROYHV WR WUDYHO LQWR WKHFLW\ DQG µJR LQWR VRPHSODFH OLNH%HUJGRUI
*RRGPDQV DQG VSHQG D KXQGUHG GROODUV¶ Ln order to please her husband (2). After 
overcoming her reluctance to travel into the city and buy goods for herself, however, 
Christina becomes addicted to shopping. Her extravagance leaves very little money in the 
+DNHV¶MRLQWDFFRXQWDQGDIWHUIDOOLQJbehind on his mortgage payments and losing his job, 
Hake becomes desperate enough to consider stealing from his neighbours to be a practical 
solution to his financial difficulties. 
7KH UHVSRQVLELOLW\ IRU HGLWLQJ µ7KH 5HIRUPHG +RXVHEUHDNHU¶ IHOO SULPDULO\ Wo 
Maxwell. Cheever made some revisions to this draft, but they were confined to crossings 
out and word substitutions on a few pages only. 19  Maxwell added numbered and 
unnumbered marginal queries and suggestions to the manuscript, and he queried, crossed 
out, and corrected a variety of words and sentences, some of which he reworked 
VXEVWDQWLDOO\1XPEHUHGTXHULHVZHUHSDUWRIDVXEPLVVLRQ¶VSUHOLPLQDU\DQGSHQXOWLPDWH
editing at The New Yorker. They usually reflected the collective opinion of the staff who 
had read the piece both prior to its purchase and, later on, just prior to its publication. 
:KLOH WKHUH LV QR VXUYLYLQJ HTXLYDOHQW OHWWHU LQ ZKLFK WKH QXPEHUHG TXHULHV RQ µ7KH
5HIRUPHG+RXVHEUHDNHU¶DUHH[SODLQHGWKHUHDUHVHYHUDOOHWWHUVIURP0D[ZHOOWR&Keever 
in which queries on other stories are discussed in detail in the New Yorker Records. In a 
OHWWHU FRQFHUQLQJ WKH SUHOLPLQDU\ HGLWLQJ RI &KHHYHU¶V VWRU\ µ$ :RPDQ :LWKRXW D
                                                          
19
 During the editing of µ7KH5HIRUPHG+RXVHEUHDNHU¶&KHHYHUVXEVWLWXWHVµEDUE¶IRUµILVKKRRN¶DQGFURVVHV
RXWWKHGHSHQGHQWFODXVHµTXLWHLQGHSHQGHQWO\DQGXQNQRZLQJO\¶LQDVHQWHQFH (14).  
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&RXQWU\¶  'HFHPEHU  0D[ZHOO PDNHV VHYHUDO TXHULHV DERXW WKH FODULW\ RI 
H[SUHVVLRQRUODFNWKHUHRILQ&KHHYHU¶VZULWLQJ,QWKHWKLUGTXHU\LQWKHOHWWHU0D[ZHOO
LGHQWLILHVLVVXHVZLWKDµPXPEOHGREMHFWLRQ¶IURPDFKDUDFWHUWKDWµFDQEHUHDGWZRZD\V¶
in the fourth KH DOVR LVRODWHV WKH SKUDVH µthe volume of an echo¶ ZKLFh, he explains, 
µGLGQ¶WVHHPTXLWHULJKW²WKDWLV,GLGQ¶WXQGHUVWDQGZKDW\RXPHDQWOLWHUDOO\¶.20 Maxwell 
DVNV&KHHYHUµZLOO\RXIL[LW"¶.21  
In the case of the story drafts that Maxwell transformed into working varitype 
proofs, Cheever responded to editorial queries by letter. Maxwell then implemented the 
changes and Cheever checked them over once the story was set in galleys. Maxwell made 
HLJKWTXHULHVRQ WKHPDQXVFULSWRIµ7KH5HIRUPHG+RXVHEUHDNHU¶ WKHPDMRULW\RIZKLFK
Cheever addressed in the second draft of the story µ7KH +RXVHEUHDNHU RI 6KDG\ +LOO¶. 
0D[ZHOO¶V TXHULHV RQ µ7KH 5HIRUPHG +RXVHEUHDNHU¶ ZHUH URXWLQH ,Q WKH ILIWK RI KLV
TXHULHV RQ WKH W\SHVFULSW 0D[ZHOO REMHFWV WR WKH QDPH µ&KDUOLH )ULVFR¶ RQH RI +DNH¶V
neighbours and fishing companions in the story (7). While Maxwell offers no explanation 
for the query in this instance, Cheever removed the character of Charlie Frisco from the 
second draft, attributing his lecherous nature instead to Carl Warburton, a conflation of the 
characters Charlie Frisco and Mark Warburton, and the owner of the first house Hake 
breaks into from the second draft of the story µ7KH+RXVHEUHDNHURI6KDG\+LOO¶onwards.  
,QWKHWKLUGTXHU\0D[ZHOOPDGHRQWKHW\SHVFULSWRIµ7KH5HIRUPHG+RXVHEUHDNHU¶
he points RXWDQLVVXHZLWKWKHFODULW\RI&KHHYHU¶VH[SUHVVLRQLQDVHQWHQFH 
Life seemed generally to him to have the flavor of an excellent apple and he 
had a good appetite for his breakfast, the weather outside his window, open 
or shut, seemed palatable and he actually smiled out of the train window at 
                                                          
20
 New Yorker Records, NYPL, Fiction Correspondence, Box 767, fol. 5, Maxwell to Cheever, 12 November 
1959.  
21
 New Yorker Records, NYPL, Fiction Correspondence, Maxwell to Cheever, 12 November 1959.  
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those silly girls who advertise sweaters and girdles on the hoardings in the 
Bronx. (4)  
Maxwell most likely queried this because it is a sentence fragment rather than two 
complete sentences. Cheever concludes the main clause²µ/LIHVHHPHGJHQHUDOO\WRKLPWR
KDYHWKHIODYRURIDQH[FHOOHQWDSSOHDQGKHKDGDJRRGDSSHWLWHIRUKLVEUHDNIDVW¶²with a 
FRPPDDQGH[SUHVVHVKLVQH[WLGHDZKLFKFRQFHUQVWKHZHDWKHUEHLQJµSDODWDEOH¶HQRXJK
to make Hake smile at advertising hoardings he normally finds irritating, following a 
FRPPD $OWKRXJK WKH ZRUG µSDODWDEOH¶ LV WKHPDWLFDOO\ FRQQHFWHG WR WKH LPDJH RI +DNH
having an appetite for life in the previous clause, the linking of weather and mood could be 
developed more clearly in a separate sentence. The sentence is perhaps symptomatic of 
Cheever writLQJ WKH ILUVW GUDIW RI µ7KH 5HIRUPHG +RXVHEUHDNHU¶ quickly, and Maxwell 
does not correct it, which he would almost certainly do when working a story draft up into 
a working varitype SURRI KLV UHOXFWDQFH WR GR WKLV VXJJHVWV WKDW KH IRXQG &KHHYHU¶V
LPDJHU\ XQFOHDU DQG WKHUHIRUH ZRUWK TXHU\LQJ 0D[ZHOO¶V FRQIXVLRQ ZDV HQRXJK IRU
Cheever to reword this description and insert it towards the end of the second draft of the 
story as a reflection of the re-HPSOR\HG+DNH¶V QHZ-IRXQG FRQWHQWPHQW µ7KH VLGHZDONV
seemed to shine with the lights of a practicable candor and going home on the train that 
night I beamed at those foolish girls who advertise girdles on the sign-ERDUGVLQWKH%URQ[¶
(24). 
Maxwell also made queries about some of the financial detail Cheever includes in 
µ7KH5HIRUPHG+RXVHEUHDNHU¶VXFKDVWKH+DNHV¶XVHRIDMRLQWDFFRXQWRQSDJHWKUHHDQG
&KHHYHU¶V VXJJHVWLRQ WKDW +DNH KDG WDNHQ RXW VHYHUDO FKDWWHO PRUWJDJHV ORDQV REWDLQHd 
from a bank or financial institution that use personal property as security, to secure his 
suburban home. On page five of the typescript, Maxwell suggests in the left-hand-margin 
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WKDWµFKDWWHOPRUWJDJH¶LVµRXWRIGDWH¶DOWKRXJKKHRIIHUVQRDOWHUQDWLYH. It is probable that 
Maxwell was querying this term because it was a financial arrangement upper-middle-
class readers of The New Yorker were perhaps unfamiliar with and, therefore, not a term to 
EH XVHG LQ RQH RI WKH PDJD]LQH¶V VWRULHV ,Q PRVW FDVHV WKHse types of queries were 
IRUZDUGHG WR WKH PDJD]LQH¶V IDFW-checkers by editors. It is interesting to note, however, 
WKDWRQFH&KHHYHUUHORFDWHGµ7KH5HIRUPHG+RXVHEUHDNHU¶IURPWKHVKDEE\PLGGOH-class 
suburb of Bayard Manor to the wealthy upper-middle-class suburb of Shady Hill in the 
second draft of the story there is no mention whatsoever of Hake having taken out chattel 
PRUWJDJHV ,QIDFWRWKHUWKDQKDYLQJ+DNHUHYHDO WKDWKHPDNHVµEHWZHHQVHYHQWHHQDQG
WZHQW\WKRXVDQG¶D\HDULQWKHLQWURGXFWLRQDQd that he needs more than five hundred 
dollars to alleviate part of his debt shortly after losing his job (4), Cheever avoids 
PHQWLRQLQJWKHWHFKQLFDOLWLHVRI+DNH¶VILQDQFLDOVLWXDWLRQLQWKHVHFRQGGUDIW 
+DNH¶VILQDQFLDOGLIILFXOWLHVare, instead, focused through a lens of personal stigma in 
the second draft. Cheever DWWULEXWHV+DNH¶VUHOXFWDQFHWRWHOOKLVZLIHWKDWKHKDVORVWKLV
job, and to muster the confidence to ask one of his friends for the money he needs, not to a 
socially embarrassing over-extension of credit on his part, but to his mother, an 
overbearing woman who taught him not to speak about money (4). This change underlines 
more forcefully the conflict between the upper-middle-class values Hake learnt from his 
mother as a child and the prosaic reality of his reduced financial circumstances as an adult. 
7KHVH UHGXFHG FLUFXPVWDQFHV DOVR FRPSRXQG +DNH¶V IHHOLQJ RI VRFLDO LVRODWLRQ IURP KLV
ULFKQHLJKERXUVLQWKHDIIOXHQWVXEXUERI6KDG\+LOO&KHHYHU¶VGHFLVLRQWRIUDPH+DNH¶V
financial difficulties as the result of his upbringing make the character and his flawed 
motivation for doing what he eventually does in the story resonate emotionally for the 
reader. This change between the first and second drafts was upheld in the published 
YHUVLRQRIµ7KH+RXVHEUHDNHURI6KDG\+LOO¶.   
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7KH GHYHORSPHQW RI +DNH¶V FKDUDFWHU EHWZHHQ GUDIWV ZDV QRW VROHO\ WKH UHVXOW RI
HGLWRULDO TXHULHV KRZHYHU 0D[ZHOO¶V HGLWV W\SLFDOO\ LPSDFWHG WKH VWRU\ LQ FRPELQDWLRQ
with each other, and alongside making the aforementioned routine queries about character 
QDPHV JUDPPDWLFDO LVVXHV DQG IDFWXDO GHWDLOV GXULQJ KLV HGLWLQJ RI µ7KH 5HIRUPHG
+RXVHEUHDNHU¶0D[ZHOODOVRPDGHWHFKQLFDOFKDQJHVWRWKHGUDIW&KLHIDPRQJWKHVHZDV
his decision to shorten the narrative distance between the main character and the reader of 
µ7KH5HIRUPHG+RXVHEUHDNHU¶ by reworking the third-person narrative of the story into a 
first-person narrative.22  
With the exceptions of the peQXOWLPDWHSDUDJUDSKRIµ7KH5HIRUPHG+RXVHEUHDNHU¶ 
in which the author-narrator criticises postwar suburban life, and a section during which a 
QXPEHURI+DNH¶VQHLJKERXUVJHWLQWRDQDUJXPHQWZLWKHDFKRWKHU&KHHYHUIRFDOLVHVWKH
PDMRULW\ RI WKH QDUUDWLYH WKURXJK WKH FKDUDFWHU RI +DNH µ7KH 5HIRUPHG +RXVHEUHDNHU¶
RSHQV ZLWK D VHULHV RI VWDWHPHQWV WKDW FRQILUP +DNH¶V SULYLOHJHG XSEULQJLQJ DQG KLV
VXEXUEDQ VWDWXV ZKLOH ERWK WKH VWRU\¶V H[SRVLWLRQ²&KULVWLQD¶V GHVFHQW LQWR VKRSSLQJ
DGGLFWLRQ DQG +DNH¶V XQHPSOR\PHQW²and its rising action²Hake breaking into his 
QHLJKERXUV¶KRPHV²DUHZULWWHQZLWKFOHDULQGLFDWRUVRI+DNH¶VZRUOGYLHZEHLQJHYLGHQW
µ,W RIWHQ VHHPHG WR -RKQQ\ LQ WKH PRQWKV WKDW IROORZHG WKDW LI H[WUDYDJDQFH FRXOG EH
GLVFXVVHGDVRSHQO\DVDOFRKROLVP&KULVWLQD¶VIUDLOW\ZRXOGKDYHEHHQHDV\WRFRQTXHU¶
DQGµ(YHU\WKLQJZDVSUHWHQVH>sic], he thought, looking around at his friends, everything 
ZDV DUWLILFLDOLW\ VKRZ QRQVHQVH DQG URW¶  ,Q WKH YLHZ RI /REUDQR WKH H[SRVLWRU\
sections involving Christina and WKH +DNHV¶ QHLJKERXUV XQGHUPLQHd the central idea of 
µ7KH 5HIRUPHG +RXVHEUHDNHU¶²that a likable family man is forced to steal from his 
                                                          
22
 There is no evidence in the New Yorker Records to indicate whether Maxwell decided to change the 
QDUUDWLYHPRGHRI µ7KH5HIRUPHG+RXVHEUHDNHU¶SULRU WRFRQWDFWLQJ&KHHYHUDERXW UHZRUNLQJ WKHVWRU\ LQ
his letter of 18 April 1955, nor whether he made the decision together with Cheever while reflecting on 
/REUDQR¶VVXJJHVWLRQLQWKHZHHNVWKDWIROORZHGEXWZKDWLVFOHDULVWKDWWKHFKDQJHVWRWKHILUVWGUDIWDUHLQ
0D[ZHOO¶VKDQGQRW&KHHYHU¶V 
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neighbours to maintain his comfortable life in the suburbs. Lobrano preferred a short story 
to develop its central idea with an economy of incident, concentration of emotion, and 
definition of character.23  
,Q RUGHU IRU µ7KH 5HIRUPHG +RXVHEUHDNHU¶ WR ZRUN LQ DFFRUGDQFH ZLWK /REUDQR¶V
SULQFLSOH+DNH¶VSV\FKRORJ\QHHGHGWRRFFXS\DPRUHFHQWUDOUROHLQWKHQDUUDWLYHRIWKH
subsequent drafts. With this in mind, Maxwell introduced the first-person narrative mode 
LQWR µ7KH 5HIRUPHG +RXVHEUHDNHU¶ E\ UHSODFLQJ WKH WKLUG-SHUVRQ SURQRXQV µ+DNH¶ µKH¶
DQG µKLV¶ ZLWK WKH ILUVW-SHUVRQ SURQRXQV µ,¶ DQG µP\¶  7KH ILUVW VHQWHQFH 0D[ZHOO
corrects in this manner narrates tKH PRUQLQJ DIWHU +DNH¶V ILUVW EXUJODU\ $V SDUW RI WKH
original third-person narrative, the author-narrator describes the morning after the first 
EXUJODU\LQWKH+DNHKRXVHKROGµ+DNHILQDOO\JRWWRVOHHSWKDWQLJKWDQGZDVVLWWLQJDWWKH
breakfast table next morning talking with Christina and his little daughter Judy when he 
VXGGHQO\UHPHPEHUHGZKDWKHKDGGRQH¶0D[ZHOODQQRWDWHVWKLVVHQWHQFHVRWKDWLWLV
+DNH ZKR GHVFULEHV KLV PRUQLQJ WR WKH UHDGHU µ, ZDV VLWWLQJ DW WKH EUHDNIDVW WDEOH QH[W
morning talking with Mathilde and the children when I suddenly remembered what I had 
GRQH¶ 8WWHUHG LQ WKH first-SHUVRQ WKH FRPPHQW µI suddenly remembered what I had 
GRQH¶ LQWURGXFHV WKH UKHWRULF RI FRQIHVVLRQ LQWR µ7KH 5HIRUPHG +RXVHEUHDNHU¶ 7KH µ,¶
not only constitutes a closer sign of relation between Hake and the reader, but also signals 
a level of complicity or collusion, at least figuratively speaking, between the two as Hake 
VKDUHVKLVJXLOWDERXWEUHDNLQJLQWRWKH:DUEXUWRQV¶KRXVHZLWKWKHUHDGHU instead of his 
wife. Having experienced the break-in as part of the main story, the reader is subsequently 
invited to imagine themself DV+DNH¶VDFFRPSOLFHLQFULPH 
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 New Yorker Records, NYPL, General Correspondence, Box 403, fol. 8, Gustave S. Lobrano to John 
Cheever, 4 February 1944. 
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The third-person narrative mode, which typically offers writers the flexibility to 
move in and out of the minds of different characters using free-direct and free-indirect 
VW\OH LQWHUPLWWHQWO\ KLQGHUHG &KHHYHU¶V WUHDWPHQW RI WKH VWRU\¶V FHQWUDO LGHD LQ µ7KH
5HIRUPHG +RXVHEUHDNHU¶ 2Q SDJH VL[WHHQ RI WKH ILUVW GUDIW IRU H[DPSOH &KULVWLQD
instructs Hake to visit their neighbours to ask them if he can borrow a fever thermometer 
for his sick daughter. This request yields two extended scenes featuring the Goslins, the 
Pewters, and the Trenholmes²the neighbours whose gardens Hake crossed to burgle the 
:DUEXUWRQV¶HDUOLHULQWKHVWRU\²spanning five pages of the draft (17-22). While both of 
WKHVHVFHQHVDUHIUDPHGE\+DNH¶VVHDUFKIRUDIHYHUWKHUPRPHWHUWKH\DUHILOWHUHGPRUH
obviously through the consciousness of the author-narrator. Hake is absent from the scene 
LQWKH*RVOLQV¶NLWFKHQZKHUHWKH3HZWHUVURZGUXQNHQO\ZLWKHDFKRWKHUEHIRUHWXUQLQJRQ
Donald Goslin until the conclusion of the disagreement. Instead, it is the author-narrator 
ZKRH[SODLQVWRWKHUHDGHUWKDWWKH*RVOLQVµDYHU\TXLHWFRXSOH¶ZKRZHUHµYHU\KDSS\¶
ZRXOG µJODGO\ KDYH ORDQHG -RKQQ\ D IHYHU WKHUPRPHWHU >«@ KDG LW QRW EHHQ IRU WKH
3HZWHUV D TXDUUHOVRPH FRXSOH IURP &DOLIRUQLD ZKR RFFDVLRQDOO\ µIRUFHGWKLHU >sic] way 
LQWRWKH*RVOLQ¶V>sic@RUELW¶-18), turning up at thH*RVOLQV¶KRXVHLQWKHHDUO\HYHQLQJ
and rowing in their kitchen (18-21).  
After Goslin turns Hake away, KRZHYHUµ7KH5HIRUPHG+RXVHEUHDNHU¶ jumps to the 
living room of the Trenholmes just as their television breaks down. Incensed, Henry 
Trenholme calls DQXPEHURIUHSDLUPHQDOORIZKRPOLYHLQµDZLGHQLQJSHULSKHU\IURP
WKHD[LVRI%D\DUG0DQRU¶,WLVRQO\DIWHU7UHQKROPHPLVWDNHV+DNHIRURQHRIWKHVH
repairmen and shuts the door in his face that Hake becomes the centre of consciousness in 
the narrative again:  
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+HFORVHGWKHGRRULQ+DNH¶VIDFH$OOWKHRWKHUKRXVHVRQWKHVWUHHWZHUHGDUN
DQG+DNHVPLOHGVDGO\DW WKLVZRUOGZKHUHRQHFRXOGQ¶WHYHQERUURZDIHYHU
thermometer for a little girl who was sick. His mood was tearful as he thought 
of man¶VKLJKSXUSRVHDQGKLVLQDELOLW\WRKHOSKLVRZQNLQG 
That Maxwell left this section largely unmarked and intact in the first draft suggests that he 
felt it supported the story thematically: that by briefly pushing Hake into the background 
of the narrative for four pages and taking up the lives of his neighbours, each of whom is 
characterised as being no more or less capricious than Hake, Cheever was highlighting the 
DEVXUGLW\ RI +DNH¶V SHUSHWXDO IHDU RI VRFLDO H[FOXVLRQ ,Q WKLV ZD\ &KHHYHU ZDV
UHLQIRUFLQJ RQH RI WKH NH\ DVSHFWV RI +DNH¶V FKDUDFWHU GHYHORSPHnt in the story: his 
ubiquitous sense of impostorship.  
.HLWK :LOKLWH D FULWLF ZKR GRHV QRW DSSHDU WR KDYH H[DPLQHG WKH GUDIWV RI µ7KH
+RXVHEUHDNHURI6KDG\+LOO¶DUJXHV WKDW+DNH LVD WUHVSDVVHUUDWKHU WKDQDQ LPSRVWRU LQ
the published version of the story. Wilhite LGHQWLILHV&KHHYHU¶VDUUHVWIRUYDJUDQF\ZKLOH
living in the suburbs of Westchester County during the 1950s as an act of suburban 
WUHVSDVVLQJ WKDW HSLWRPLVHG WKH DXWKRU¶V DPELYDOHQW relationship with his new home. 
Wilhite claims that this incident, and the tension between the public and private nature of 
estates in Westchester, µSHUYDGHV>WKH@6KDG\+LOOVWRULHV¶.24 There are a number of issues 
ZLWK:LOKLWH¶VDUJXPHQW, however. First, Wilhite misrepresents the suburban geography of 
µ7KH+RXVHEUHDNHURI6KDG\+LOO¶$OWKRXJK&KHHYHU¶V ILUVWH[SHULHQFHRI VXEXUEDQ OLIH
was renting a small residence on a private estate belonging to the National Bank tycoon 
Frank A. Vanderlip in the village of Scarborough-on-Hudson in Westchester between 1952 
and 196 LQµ7KH5HIRUPHG+RXVHEUHDNHU¶WKHUHVLGHQWVRI%D\DUG0DQRUDUHGHVFULEHG
as living on plots, not estates. Even in Shady Hill, the more recognisably upper-middle-
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 :LOKLWHµ-RKQ&KHHYHU¶V6KDG\+LOO¶ pp. 219-23. 
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class suburb which replaces Bayard Manor in subsequent drafts of the story as well as the 
published version, there is no indication of its residents living on estates as Wilhite 
VXSSRVHV6HFRQG:LOKLWH¶VSUHVHQWDWLRQRIWUHVSDVVLQJDVDQHYHU\GD\RFFXUUHQFHWKDWLQ
WKHZRUGVRI+DQQDK$UHQGW µLV LQ WKHYHU\QDWXUHRIDFWLRQ¶VFRQVWDQWHVWDElishment of 
new relationships within a web of relations, and it needs forgiving, dismissing in order to 
JR RQ E\ FRQVWDQWO\ UHOHDVLQJ PHQ IURP ZKDW WKH\ KDYH GRQH XQNQRZLQJO\¶ LV
misleading.25 Understood in this way, trespassing becomes an ontological adventure, but 
WKLV LV VLPSO\QRW WKH FDVH LQ&KHHYHU¶V VWRU\+DNHNQRZLQJO\ H[SORLWV KLV QHLJKERXUO\
relations in order to commit burglary²a combination of criminal trespass and theft²once, 
and criminal trespass twice.  
7KLUG&KHHYHU¶VDPELYDOHQFH WRZDUGV Oife in the suburbs arguably had more to do 
with his long-standing anxiety about his own social status within the middle- and upper-
middle-class company he kept in both the city and in the suburbs. Writing in his journal in 
1948, Cheever said:  
I was born into no true class, and it was my decision, early in life, to insinuate 
myself into the middle-class, like a spy, so that I would have an advantageous 
position of attack, but I seem now and then to have forgotten my mission and 
to have taken my disguises too seriously.26 
Hake is similarly concerned about his social status in the suburb. It is QRWDEOHWKDWDVµ7KH
5HIRUPHG +RXVHEUHDNHU¶ evolved into a publishable story, Hake became more 
FRPSOLPHQWDU\RIKLV VXEXUEDQKRPH ,Q WKHSXEOLVKHGYHUVLRQRI µ7KH Housebreaker of 
6KDG\+LOO¶+DNHWHOOVWKHUHDGHUFRQILGLQJO\µ6KDG\+LOODV,VD\>«@RSHQWRFULWLFLVP
by city planners, adventurers, and lyric poets, but if you work in the city and have children 
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 Hannah Arendt, The Human Condition, (Chicago: University of Chicago Press, 1958), p. 239. 
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 John Cheever, The Journals of John Cheever, (London: Vintage, 1993), p. 16. 
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WRUDLVH ,FDQ¶W WKLQNRIDEHWWHUSODFH¶&RQsequently, Hake does not trespass as a 
way of staking claim to the uncertainty of the suburban spaces he inhabits, as Wilhite 
suggests; he trespasses because he fears losing a life of best fit in the suburbs for his family 
if he cannot secure the money he needs to pay off his growing debts.27 Because Hake feels 
VRFLDOO\ XQHTXDO WR KLV QHLJKERXUV LQ HDFK YHUVLRQ RI WKH VWRU\ UHIHUULQJ WR +DNH¶V
impostorship conveys his pathology more accurately than identifying him as a trespasser 
does.            
Throughout µ7KH 5HIRUPHG +RXVHEUHDNHU¶ DQG GHVSLWH KDYLQJ D VLPLODU VRFLDO
origin to his neighbours, Hake is uncertain of his social status in the suburb of Bayard 
Manor for a number of reasons. Initially, these reasons are that his wife, who is from a 
working-class background, is reluctant to socialise, and that her addiction to shopping, a 
belated attempt on her part to align her personal taste with the aesthetic criteria of her 
QHLJKERXUVFDXVHVKLPILQDQFLDOGLIILFXOWLHV+DNH¶VVHQVHRILPSRVWRUVKLSLQFUHDVHVafter 
KH VWHDOV &KDUOLH )ULVFR¶V ZDllet. TKH PRUQLQJ DIWHU +DNH¶V FULPH KH LV GHVFULEHG DV
IHHOLQJOLNHµDFRPPRQWKLHIDQGDQLPSRVWRU¶EHFDXVHKHKDVEURNHQµWKHXQZULWWHQODZV
WKDWKHOG WKHFRPPXQLW\ WRJHWKHU¶  ,W LV WKLV IHHOLQJ WKDW LV H[DFHUEDWHGZKHQ+DNH¶V
neighbours turn him away from their homes without a thermometer. Indeed, by rejecting 
+DNH WKH UHVLGHQWV RI %D\DUG 0DQRU XQGHUPLQH +DNH¶V EDVLF KXPDQ ULJKW WR KDYH KLV
concerns count alongside their own. They do this not because they are awaUHRI+DNH¶V
crime, or dislike him, but because they are thoroughly self-absorbed in their own 
problems. The central irony here is that Hake, who has already internalised an individual 
sense of both his social and, owing to his crime, moral inequality in relation to his 
neighbours, is powerless to respond to their snub.  
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 Wilhite, µ-RKQ&KHHYHU¶V6KDG\+LOO¶S 
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&KHHYHUHQFDSVXODWHV+DNH¶VSRZHUOHVVQHVVE\LVRODWLQJKLPSK\VLFDOO\RQDVWUHHWRI
µGDUN¶ KRXVHV DQG E\ MX[WDSRVLQJ KLV PRUDO VHQWLPHQW µPDQ¶V KLJK SXUSRVH DQG KLV
inability to help his RZQ NLQG¶  D ELEOLFDO DOOXVLRQ WR WKH FUHDWLRQ RI PDQ LQ *RG¶V
image and the dominion God granted man over all living things in Genesis 1.26, with the 
IDUFLFDOLQFLGHQWVWKDWKDYHWDNHQSODFHLQWKH*RVOLQV¶NLWFKHQDQGWKH7UHQKROPHV¶OLYLQJ
room in WKH SUHFHGLQJ VFHQHV 0D[ZHOO¶V DFFHSWDQFH RI WKLV WKHPDWLFDOO\ UHVRQDQW \HW
structurally digreVVLYH VHFWLRQ RI µ7KH 5HIRUPHG +RXVHEUHDNHU¶ notwithstanding, his 
introduction of the first-person narrative mode into the story suggests that not only did he 
wDQW&KHHYHU WRSUHVHQW+DNH¶V FKDUDFWHUDUF WR WKH UHDGHU LQPRUHSV\FKRORJLFDOGHWDLO
but that he also felt this narrative mode would facilitate a clearer coordination between the 
LQWHQVHRXWZDUGO\H[SHULHQFHGHYHQWVRIWKHVWRU\¶VSORWDQGWKHHPRWLRQDl, inwardly felt 
HYHQWVWDNLQJSODFHLQ+DNH¶VPLQG 
 
'UDIWµ7KH+RXVHEUHDNHURI6KDG\+LOO¶XQGDWHG 
The collaborative work of Cheever and Maxwell began in earnest during the production of 
the second draft of the story, which Maxwell appears to have retitled µ7KH+RXVHEUHDNHURI
Shady HiOO¶ 7KLV VHFWLRQ RI &KDSWHU )RXU  analyses two editorial aspects of the second 
draft of the story in order to show how revisions motivated from without affected the style, 
VWUXFWXUH DQG PHDQLQJ RI &KHHYHU¶V ZULWLQJ )LUVW WKLV VHFWLRQ IRFXVHV RQ &KHHYHU¶V
acceptance of the first-person limited point of view, and its impact on the style and 
structure of the second draft in comparison to the first draft, which is arguably 
representative of the story as Cheever originally intended it. Second, this section appraises 
WKH YDULRXV ZD\V LQ ZKLFK &KHHYHU UHVSRQGHG WR 0D[ZHOO¶V VXEVWLWXWLYH HGLWLQJ RI WKH
second draft of the story at the level of its punctuation, words, phrases, and sentences. The 
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WUDQVIRUPDWLRQ RI µ7KH 5HIRUPHG +RXVHEUHDNHU¶ LQWR µ7KH +RXVHEUHDNHU RI 6KDG\ +LOO¶
indicates not only WKHH[WHQWWRZKLFK&KHHYHUWUXVWHG0D[ZHOO¶VHGLWRULDOMXGJHPHQWEXW
DOVR &KHHYHU¶V DELOLW\ WR LQWXLW DQG LQFRUSRUDWH effectively 0D[ZHOO¶V HGLWRULDO DWWHQWLRQ
into his writing. 
:RUNLQJ XQGHU WKH LQIOXHQFH RI 0D[ZHOO¶V WHFKQLFDO LGHD WKDW +DNH WHOO KLV VWRU\
directly to the reader, Cheever wrote the second draft in the first-person limited with Hake 
as the main narrator and focal character of the narrative. To revise the introductory 
SDUDJUDSKRI µ7KH5HIRUPHG+RXVHEUHDNHU¶DFFRUGLQJO\ in the second draft of the story, 
&KHHYHUERRNHQGHGLWVILUVWVHQWHQFHZKLFKGHWDLOHGWKHIDFWVRI+DNH¶VSULYLOHJHGOLIHWR
date through a series of status indexes concerning his education, the type of neighbourhood 
he lives in, and some of the organisations and clubs he was a member of as a young man 
growing up in New York City, with a salvo of personally revealing sentences concerning 
+DNHDQGDVKRUWHYRFDWLYHYLJQHWWHRIWKH+DNHV¶PDUULHGOLIH in Shady Hill. As a result, 
the second draft of the story begins with two confiding statements: 
0\QDPHLV-RKQQ\+DNH,¶PWKLUW\-six years old, stand five feet eleven in my 
socks, weigh one hundred and forty-two pounds stripped, and am, so to speak, 
naked at the moment and talking into the dark.28 (1)  
+DNH¶V IRUPDO LQWURGXFWLRQ LQ WKH ILUVW VHQWHQFH SURYLGHV WKH UHDGHU ZLWK D VHQVH RI WKH
point of view of the story (first-person limited) and the name of the character (Johnny 
Hake), but not the setting of the story or any hint of the potential conflict to come. It also 
suggests that Hake is a character for whom social etiquette is important, a detail that hints 
towards his having a middle-class background. The second sentence offers a stronger sense 
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 &KHHYHURULJLQDOO\LQWHQGHGWKLVRSHQLQJDVDFRPSOHWHVHQWHQFHLQVHUWLQJDFRPPDEHWZHHQµ0\QDPHLV
-RKQQ\+DNH¶DQGWKHGHWDLOVRIKLVDJHSK\VLFDODSSHDUDQFHDQGZKHUHDERXWVWKDWIROORZ%XWVKRUWO\DIWHU
completing this draft he replaced the comma with a period, thereby separating it into two sentences. When 
this draft of the story was made up into a working varitype proof by The New Yorker¶VILFWLRQGHSDUWPHQW
however, Maxwell restored the comma, making the opening of the story a complete sentence once again (1).  
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of how the story will be told by having Hake describe his physical appearance self-
GHSUHFDWLQJO\ WR WKH UHDGHU +DNH¶V YRLFH LV DSSHDOLQJ EXW KLV GHVFULSWLRQ RI KLPVHOI
emphasises his disrupted physiology: at one hundred and forty-two pounds, he seems 
underweight for a man of five feet eleven tall; his being naked and talking into the dark 
also suggests that he is not sleeping properly. Despite having been plunged, proleptically, 
into an unspecified point of time in the narrative, the reader is aware that something has 
HLWKHUKDSSHQHGWR+DNHRULVKDSSHQLQJWRKLPDVKHVSHDNV+DNH¶VXVHRIWKHSKUDVHµVR
WRVSHDN¶SULRUWRUHYHDOLQJKLVQDNHGQHVVWRWKHUHDGHULQGLFDWHVWKDWZKDWHYHULVERWKHULQJ
him is in some way embarrassing to him.  
Unlike the opening senWHQFHVRIµ7KH5HIRUPHG+RXVHEUHDNHU¶WKHQZKLFKSURYLGH
WKHUHDGHUZLWKDVXEVWDQWLDODPRXQWRIELRJUDSKLFDOLQIRUPDWLRQUHODWLQJGLUHFWO\WR+DNH¶V
privileged upbringing and an exposition of the early courtship between him and his wife, 
the first two sentences of the second draft are deliberately intriguing. The second sentence, 
in particular, leaves the reader with the tantalising impression of a man under 
psychological duress due to causes unknown. Consequently, the reader is left with a set of 
questions pertaining to the story at large: Who is Hake? Where is he? Why is he unable to 
sleep? The last of these questions is the kind of narrative hook that was absent from the 
LQWURGXFWRU\SDUDJUDSKRIµ7KH5HIRUPHG+RXVHEUHDNHU¶ 
By having Hake expose himself physically and emotionally to the reader in the 
opening of the second draft, Cheever engenders concern for the character and, by 
extension, a readerly interest in how the story is going to develop. At the same time, by 
KDYLQJ+DNHµWDONLQJLQWRWKHGDUN¶&KHHYHUOHDYHVDVSDFHLQWKHGLVFRXUVHLQWRZKLFKWhe 
reader can project themself. After all, if Hake is addressing the reader and not talking to 
himself, then it is because he assumes the reader will relate in some way to the situation he 
finds himself in. In order to consolidate the affinity between protagonist and reader, 
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&KHHYHUVHJXHVIURPWKHLPDJHRI+DNHµQDNHG>«@WDONLQJLQWRWKHGDUN¶LQWRDPRGLILHG
version of his biographical EDFNJURXQGIURPµ7KH5HIRUPHG+RXVHEUHDNHU¶.  
In both the first and the second dUDIWV RI µ7KH +RXVHEUHDNHU RI 6KDG\ +LOO¶, this 
biographical passage reveals Hake to be a member of the upper-middle-class, and a native 
of New York City. This character background is intended to make Hake appeal to the 
readers of The New Yorker, many of whom were members of the middle- and upper-
middle-class who, though living increasingly in the suburbs from the 1950s onwards, still 
visited the city regularly. In µ7KH 5HIRUPHG +RXVHEUHDNHU¶, this passage was largely 
expository: 
Johnny Hake was conceived in the Hotel Saint Regis, born in the 
Presbyterian Hospital, raised on Park Avenue, christened and confirmed in 
6W%DUWKRORPHZ¶V&DWKHGUDOGULOOHGZLWKWKH.QLFNHUERFNHU*UH\VSOD\HG
football and baseball in Central Park, learned to chin himself on the 
framework of east-side apartment house canopies, spent all his holidays in 
New York after going away to school and college, attending the assemblies 
and the best of the cotillions and²being reasonably familiar with this much 
of the city²went, when the time came for him to find a wife, far afield. (1) 
In the second draft of the story, however, this section follows +DNH¶VSHUVRQDOLQWURGXFWLRQ
to the reader and a scene that suggests something has disrupted the routine of his life. As 
VXFKWKHELRJUDSKLFDOFRQWHQWRIWKLVVHFWLRQLVWKHSURGXFWRI+DNH¶VPHQWDODFWLYLW\DVKH
stands naked and alone in the darkness; the effect is very much like the phenomenon of a 
life review, which typically occurs during near-death experiences:    
I was conceived in the Hotel Saint Regis, born in the Presbyterian Hospital, 
raised on Sutton Place, christened and confirmed in Saint BarWKRORPHZ¶V
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Cathedral. I drilled with the Knickerbocker Greys, played football and 
baseball in Central Park, learned to chin myself on the frame-work of east-
side apartment house canopies, and met my wife (Mathilde Levy) at one of 
those big cotillions at the Waldorf. (1) 
Cheever also edited this section to the point that it ran two lines shorter in the second draft. 
+H FKDQJHG µ3DUN $YHQXH¶ WR µ6XWWRQ 3ODFH¶ D VKRUW VWUHHW LQ 0DQKDWWDQ NQRZQ IRU LWV
upscale apartments and townhouses that were not as expensive as those on Park Avenue. 
Sutton Place is also the setting of a number of stories Cheever published in the New Yorker 
during the late 1940s and early 1950s which examined the lives of urban middle-class 
families struggling, emotionally and financially, to live in the city. The period after 
µFKULVWHQHGDQGFRQILUPHGLQ6DLQW%DUWKRORPHZ¶V&DWKHGUDO¶LVQRW&KHHYHU¶VKRZHYHU
Maxwell pencilled it on the typescript of the second draft while editing it. Cheever, 
following the punctuation of this section as it appearHGRULJLQDOO\ LQ WKH µ7KH5HIRUPHG
+RXVHEUHDNHU¶KDGLQLWLDOO\VHSDUDWHG+DNH¶VFKULVWHQLQJDQGFRQILUPDWLRQDQGKLVGULOOLQJ
ZLWK WKH .QLFNHUERFNHU *UH\V ZLWK D FRPPD +DNH¶V GULOOLQJ ZLWK WKH .QLFNHUERFNHU
Greys Cadets Corps²an elite military youth group founded in 1881 that did not become 
coeducational until 1986 and counts Rockefellers, Vanderbilts, and Roosevelts amongst its 
membership²LVDQHVSHFLDOO\VWURQJPDUNHURI+DNH¶VXSSHU-middle-class background, so 
it is not surprising that Cheever retained this detail in the second draft. Cheever also cut the 
H[WUDQHRXVOLQHRIQDUUDWLYHSURVHµVSHQWDOOKLVKROLGD\VLQ1HZ<RUNDIWHUJRLQJDZD\WR
VFKRRO DQG FROOHJH¶ DQG DPHQGHG WKH OLQH µDWWHQGLQJ WKH DVVHPEOLHV DQG WKH EHVW RI WKH
cotillions and²being reasonably familiar with this much of the city²went, when the time 
FDPHIRUKLPWRILQGDZLIHIDUDILHOG¶LQWRµDQGPHWP\ZLIH0DWKLOGH/HY\DWRQHRI
WKRVHELJFRWLOOLRQVDWWKH:DOGRUI¶ 
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7KHSKUDVHµRQHRIWKRVH¶JRHVIXUWKHUWKDQVLPSO\XQGHUOLQLQJ+DNH¶VVRFLDOVWDWXV
in the story. By using the phrase, Hake is assuming that the reader not only shares his 
values but also his experiences of upper-middle-class life in postwar New York. At the 
VDPHWLPHLQWHUPVRI&KHHYHU¶VRZQVW\OHµRQHRI WKRVH¶LVDVLJQDWXUHSKUDVHLQPDQ\RI
the short stories he published from the mid-1950s onwards. Typically, Cheever uses the 
phrase to introduce elaborate codes of behaviour and observations into his stories with the 
intention of ridiculing the exclusivity of different social circles and their attendant 
PDQQHUV ,Q µ7KH /RZER\¶  2FWREHU  D VSULQJ GD\ LV µRQH RI WKRVH JUHHQ-gold 
6XQGD\V WKDW H[FLWH RXU LQFUHGXOLW\¶.29  ,Q µ$ :RPDQ :LWKRXW D &RXQWU\¶, the author-
narrator describes the protagonist as µRQHRIWKRVHWLUHOHVVZDQGHUHUVZKRJRWREHGQLJKW
after night to dream of bacon-lettuce-and-WRPDWRVDQGZLFKHV¶.30 µ7KH6ZLPPHU¶ -XO\
EHJLQVµ,WZDVRQHRIWKRVHPLGVXPPHU6XQGD\VZKHQHYHU\RQHVLWVDURXQGVD\LQJ
³,drank WRRPXFKODVWQLJKW´¶.31 TKHSKUDVHµRQHRIWKRVH¶LVQRWXVHGDVKXPRXURXVO\LQ
WKHVHFRQGGUDIWRIµ7KH+RXVHEUHDNHURI6KDG\+LOO¶DVLWLVLQVRPHRI&KHHYHU¶VRWKHU 
New Yorker stories, but its inclusion in the draft is important because it demonstrates one 
way in which the author was beginning to re-impose his established style onto the story.   
)ROORZLQJERWKWKHRSHQLQJVFHQHDQG+DNH¶VOLIHUHYLHZ LQWKHVHFRQGGUDIWRIµ7KH
+RXVHEUHDNHU RI 6KDG\ +LOO¶, the reader is left with two impressions of Hake: he is 
simultaneously a troubled male in his thirties struggling to sleep at night, and a prideful, 
                                                          
29
 -RKQ&KHHYHUµ7KH/RZER\¶ The New Yorker, 10 October 1959, pp. 38-42, repr. in The Stories of John 
Cheever (London: Vintage, 1990), pp. 519-29 (p. 520). Because there are no differences between these 
YHUVLRQVRIµ7KH/RZER\¶IXUWKHUUHIHUHQFHVWRWKHSXEOLVKHGYHUVLRQRIWKHVWRU\UHIHUWRWKHUHSULQWDQGDUH
given in parentheses after quotations in the text.  
30
 John Cheever, µ$:RPDQ:LWKRXWD&RXQWU\¶ The New Yorker, 12 December 1959, pp. 48-50, repr. in 
The Stories of John Cheever (London: Vintage, 1990), pp. 542-48 (p. 542). Because there are no differences 
EHWZHHQWKHVHYHUVLRQVRIµ$:RPDQ:LWKRXWD&RXQWU\¶IXUWKHUUHIHUHQFHVWRWKHSXEOLVKHGYHUVLRQRIWKH
story refer to the reprint and are given in parentheses after quotations in the text.  
31
 John Cheever, µ7KH 6ZLPPHU¶ The New Yorker, 18 July 1964, pp. 28-34, repr. in The Stories of John 
Cheever (London: Vintage, 1990), pp. 776-88 (p. 776). Because there are no differences between these 
YHUVLRQVRIµ7KH6ZLPPHU¶IXUWKHUUHIHUHQFHVWRWKHSXEOLVKHGYHUVLRQRIWKHVWRU\UHIHUWRWKHUHSULQWDQG
are given in parentheses after quotations in the text.  
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upper-middle-FODVV1HZ<RUNHUZKRGULOOHG DQGGDQFHGKLVZD\ LQWR VRPHRI WKH FLW\¶V
most influential military, political, and social circles during his twenties. In the final two 
sentences of the introductory paragraph of the second draft RIµ7KH+RXVHEUHDNHURI6KDG\
+LOO¶, Cheever uses an evocation of the suburbs to reveal the setting of the story and to 
offer a third impression of Hake as a suburbanite. These sentences were entirely new to the 
second draft of the story, and the result of Cheever cutting the last four sentences of the 
LQWURGXFWRU\ SDUDJUDSK RI µ7KH 5HIRUPHG +RXVHEUHDNHU¶ 7ZR RI WKHVH VHQWHQFHV
FRQFHUQHG+DNH¶VMRXUQH\WRUXUDO1HZ(QJODQGWRILQGKLVZLIH&Kristina, and the impact 
RIKHU IDPLO\¶VSRYHUW\RQKHUFKDUDFWHU IURP WKHFRQFOXGLQJVHFWLRQRI WKH LQWURGXFWRU\
paragraph in the second draft. The remaining two sentences of the four remarked, 
ironically, on the culture-shock Christina felt upon moving to the suburbs.  
Cheever retained the idea of Hake embracing the suburban lifestyle in the second 
draft of the story but presented it more sympathetically. In the second draft, for example, 
Hake no longer appears to enjoy life in the suburbs at the expense of his wife: 
,¶YH VZXQJP\ FXWODVV LQ WKH VDOW-marsh (New Guinea and the Phillipines 
[sic]) have four kids now and live in a banlieu [sic] called Shady Hill. We 
have a nice house with a garden and a place outside for cooking meat and 
on summer nights, sitting there with the kids and looking into the front of 
0DWKLOGH¶VGUHVVDVVKHEHQGVRYHUWRVDOWWKHVWHDNVDQGMXVWJD]LQJDWWKH
lights in heaven, I am as thrilled as I am thrilled by more hardy and 
dangerous pursuits and I guess that this is what is meant by the pain and 
sweetness of life.32 (1) 
                                                          
32
 Maxwell inserted commas foOORZLQJWKHFODXVHVHQGLQJµKDYHIRXUNLGVQRZ¶µa place outside for cooking 
PHDW¶µMXVWJD]LQJDWWKHOLJKWVLQKHDYHQ¶DQGµE\PRUHGDQJHURXVDQGKDUG\SXUVXLWV¶ on the typescript (1). 
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,QWKHILUVWVHQWHQFH+DNH¶VH[SHULHQFHRIILJKWLQJLQWKH3DFLILFWKHDWUHGXULQJWKH6econd 
World War is contained within DOLVWRISHUVRQDOGHWDLOVDERXWKLVIDPLO\µ,¶YHVZXQJP\
cutlass in the salt-marsh (New Guinea and the Phillipines [sic]) have four kids now and 
live in a banlieu [sic@ FDOOHG6KDG\ +LOO¶+DNH¶VXVHRI µQRZ¶ LQ WKLV VHQWHQFHQRWRQO\
returns the story to the present tense of its fraught opening scene, but also reveals how far 
+DNH¶V PHPRULHV RI FRPEDW DUH VXERUGLQDWHG WR WKRVH RI KLV IDPLO\ ,Q WKLV ZD\ WKH
sentence alludes to the difficulties returning veterans faced upon encountering and 
adjusting to family life in the suburbs after 1945, a reality they had no previous experience 
of.33 The phrase µ,¶YHVZXQJP\FXWODVVLQWKHVDOW-PDUVK¶also echoes a line in Gerontion¶V 
negation of heroism in the first stanza of 76(OLRW¶VSRHPµ*HURQWLRQ¶ 
I was neither at the hot gates 
Nor fought in the warm rain 
Nor knee deep in the salt marsh, heaving  
a cutlass, 
Bitten by flies, fought.34 
Hake is unlike Gerontion, an elderly man living in poverty following the end of the First 
World War, insofar as he relates a part of his experience as a soldier to the reader and does 
not set modern misery and dissolution against what things were once like in his narration, 
primarily because post-Second World War American life demanded the opposite of this 
from war veterans. Nevertheless, by attempting to use the superficial comforts of postwar 
suburbia to neutralise the chaos of his wartime experience, Hake engages in a similar act 
                                                          
33
 &KHHYHU H[DPLQHG WKH LGHQWLW\ FULVLV RI WKH UHWXUQLQJ YHWHUDQ LQ PRUH GHWDLO LQ KLV  VWRU\ µ7KH
Country Husband¶ ZKich perhaps explains why he did QRW HQODUJH RQ +DNH¶V H[SHULHQFH RI WKH 6HFRQG
:RUOG:DULQµ7KH+RXVHEUHDNHURI6KDG\+LOO¶ 
34
 7 6 (OLRW µ*HURQWLRQ¶ LQ Selected Poems (London: Faber & Faber, 2015), pp. 21-33 (p. 21). Further 
references to this poem are given in parentheses after quotations in the text. 
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of historical and heroic negation LQµ7KH+RXVHEUHDNHURI6KDG\+LOO¶to that of Gerontion 
LQ(OLRW¶VSRHP.  
There is a further, if more allusive, echo RI(OLRW¶VSRHP in the way in which Hake 
focuses on his suburban house (a property Hake cannot afford) as a symbol of the culture 
for which he fought during the war (a domestic culture centered around motherhood and 
consumer goods from which Hake is alienated). Following his denial of having any heroic 
identity in the first stanza of the poem, Gerontion states flatly µ0\ KRXVH LV D GHFD\HG
house, | And the Jew squats on the window sill, | WKH RZQHU¶ (21). Cheever conceals 
something of the depressing imagery of familial and mental deterioration and anti-
Semitism in the lines RI (OLRW¶V SRHP LQ +DNH¶V VXSHUILFially admiring description of 
Shady Hill as a suburban pastoral in the first part of the second sentence. Hake depicts 
familial bliss as a µnice house with a garden and a place outside for cooking meat¶µVLWWLQJ
there with the children¶, and his Jewish wife, Mathilde, µ>bending] over¶ERWK µto salt the 
VWHDNV¶ and titillate Hake. In the second part of the sentence, Hake claims that he is as 
µthrilled¶ by this scene DVKH LV µby more hardy and dangerous pursuits and I guess¶ KH
concludes, µWKDWWKLVLVZKDWLVPHDQWE\WKHSDLQDQGVZHHWQHVVRIOLIH¶ It is here, in the 
concluding, commiserative line, µ, JXHVV that this is what is meant by the pain and 
sweetQHVVRIOLIH¶ WKDW&KHHYHULQWURGXFHVDQRWHRIXQFHUWDLQW\RQWKHSDUWRI+DNH that 
VSHDNVWR*HURQWLRQ¶VVRPEUHRXWORRNRQPRGHUQOLIH+DNH¶VXVHRIµ,JXHVV¶implies that 
he does not necessarily agree with his positive assessment of his circumstances. It suggests 
LQVWHDGWKDWWKHGHWDLOVRI+DNH¶V life²a house with a garden, a dutiful wife, and carefree 
children²are actually an illusion of beauty and a source of pressure upon him, not 
comfort.     
This uncertainty provides the reader with a context in which to read the opening 
scene of the second draft RIµ7KH+RXVHEUHDNHURI6KDG\+LOO¶: Hake is awake in his house 
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while his family sleep, fearful that his comfortable middle-class existence is about to come 
to an end, perhaps as a result of him getting into financial difficulties, or because an extra-
marital affair he was conducting in private has suddenly gone public. It also shows the 
extent to which Cheever wanted to make Hake more relatable to the reader from the outset 
of this draft of the story. Whereas Hake is presented as an arrogant and condescending 
husband who intends his wife to EH µVKRFNHG >«@ E\ WKH DUWLILFLDOLW\ DQG SURYLGHQFH RI
>«@ VXEXUEDQ OLIH¶ LQ µ7KH 5HIRUPHG +RXVHEUHDNHU¶ &KHHYHU GUDZV KLP DV D OHVV
confident, more modest character who appreciates his family life despite his reticence 
towards the suburbs.  
By characterising Hake more complexly (and contradictorily) as a proud, devoted 
family man but reluctant suburbanite who sentimentalises his younger days in the city, 
Cheever imbues the protagonist with traits that underpin, thematically and psychologically, 
the action of the story. In order to protect his family, Hake lies to his wife about their 
financial circumstances, and steals PRQH\IURPKLVQHLJKERXUVVRWKDWWKHIDPLO\¶VKRPH
LQ6KDG\+LOOZLOOQRWEHUHSRVVHVVHG+DNH¶VDPELYDOHQFHWRwards suburban life enables 
him to justify this course of action, but only until it begins to negatively affect his 
relationship with his wife and children.35 7KLVSV\FKRORJLFDO WH[WXUHZDV ODFNLQJ LQ µ7KH
5HIRUPHG+RXVHEUHDNHU¶, which sporadically favoured exposition over characterisation. 
In the introductory paragraph of the second draft RI µ7KH +RXVHEUHDNHU RI 6KDG\
+LOO¶, then, Cheever places the reader into the middle of a compelling and mysterious 
situation, establishes the sarcastic yet amiable voice of Hake, and introduces the reader to 
his writing style, which is self-consciously witty and rich with detail. The result is a more 
                                                          
35
 &KHHYHUXVHG+DNH¶VGHVFULSWLRQRIEHLQJRXW LQ WKHJDUGHQZLWKKLVZLIHDQGFKLOGUHQDVDPRWLf in the 
second draft. Although Hake goes out on several occasions with the intention of stealing money from the 
0DLWODQGV¶DQGWKH3HZWHUV¶KRPHVDIWHUDUJXLQJZLWKKLVZLIHDERXWKLVHPRWLRQDODEVHQWHHLVPODWHRQLQWKH
second draft, it is a recurrence of the suburban-pastoral scene he describes in its introduction²RIKLVµORYLQJ
the kids and looking GRZQ WKH IURQW RI0DWKLOGH¶VGUHVV¶²that encourages him to stop housebreaking for 
good (23).  
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engaging opening to the story. Installing Hake as the narrator of the second draft gave 
Cheever some work to do in terms of editing, however, as he had used the third-person 
QDUUDWLYHPRGHWRSUHVHQWSDUWVRIµ7KH5HIRUPHG+RXVHEUHDNHU¶IURPWKHSRLQW of view of 
+DNH¶VZLIH&KULVWLQDZKRLVUHQDPHG0DWKLOGHLQ WKHVHFRQGGUDIWDQGVHYHUDORIKLV 
neighbours. In the second draft, Cheever elected not to use Christina/Mathilde as the 
catalyst for the action of the story, cutting the exposition of her struggle to adapt to 
suburban life and her addiction to shopping, which runs from the bottom of page two to the 
top of page five in the first draft, altogether.  
In place of this, Cheever wrote a new section of the story that HODERUDWHGRQ+DNH¶V
loss of employment at a parablendeum manufacturer (parablendeum was an early form of 
plastic wrap). This GHWDLO WKDW ZDV FRQILQHG WR MXVW WZR VHQWHQFHV LQ µ7KH 5HIRUPHG
HoXVHEUHDNHU¶µhe lost his job as a parablydeum [sic@HQJLQHHU¶µ,QKLVGHIHQFHLWPXVW
be said that he tried to find work, but that was a bad year for parablydeum [sic] and all its 
DOOLHGDEUDVLYHV>«@¶. In the second draft, Hake narrates the experience of being sent to 
fire his alcoholic superior, Gill Bucknam, by the owner of the company. Cheever utilises 
the characterisation of Hake as a family man in the new opening of the second draft to 
positive effect in this sequence, which runs from the bottom of page one to the top of page 
four of the typescript. Confronted by Mrs. Bucknam, a woman KHGHVFULEHVDVKDYLQJµDOO
WKHWURXEOHRIWKDWSDVW\HDU>«@LQKHUIDFHKDVWLO\FRQFHDOHGE\DWKLFNFRDWRISRZGHU¶
+DNH UHFDOOVSDUHQWKHWLFDOO\ WKDW WKH%XFNQDPVKDYH µWKUHHNLGV LQ FROOHJH >«@DQG
PDQ\RWKHUH[SHQVHV¶0DNLQJWKHVLWXDWLRQmore excruciating for Hake, Gill informs 
KLPWKDWKHKDGERXJKWµDORWRISUHVHQWV¶IRU+DNH¶VFKLOGUHQZKHQKHZDVODVWLQ%HUPXGD
DQGVHQGVKLVZLIHRIIWRILQGWKHPµ,WKLQNRIP\FKLOGUHQPRVWO\ZLWKGHOLJKWDQG,
ORYHWRJLYHWKHPSUHVHQWV¶VD\V +DNHEHIRUHDFNQRZOHGJLQJWKDWWKH%XFNQDPV¶VKRZRI
JHQHURVLW\ WRZDUGV KLV IDPLO\ LV µD UXVH¶ µRQH RI PDQ\ WKDW >WKH %XFNQDPV@ PXVW KDYH
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LPDJLQHGRYHUWKHODVW\HDUWRKROGWKHLUZRUOGWRJHWKHU¶VXJJHVWV+DNH,WLVDUXVHWKDW
IRUHVKDGRZV+DNH¶VRZQODWHURQLQWKHVWRU\:LWKµV\PSDWK\OHDNLQJRXWRIHYHU\MRLQW¶
+DNHORVHVWKHQHUYHWRILUH*LOODQGOHDYHVZLWKWKHJLIWV+DNH¶VFRPSDVVLRQFRVWVKLP
his job when a sober Gill returns to the office a week later with the intention of forcing 
him out of the parablendeum industry for good. This act, which plunges Hake into the 
financial chaos that causes him to steal money from his neighbours, becomes the inciting 
incident of the second draft RIµ7KH+RXVHEUHDNHURI6KDG\+LOO¶.  
Cheever cutting out the argument that takes place between Donald Goslin and the 
3HZWHUVDVZHOODVWKHEUHDNLQJGRZQRIWKH7UHQKROPHV¶WHOHYLVLRQVHWIURPWKHVHFRQG
draft of the story is a further H[DPSOH RI KLP H[FLVLQJ D VHFWLRQ RI µ7KH 5HIRUPHG
+RXVHEUHDNHU¶IURPWKe second draft for reasons of narrative focus. Hake is largely absent 
IURP WKHVH VFHQHV LQ µ7KH 5HIRUPHG +RXVHEUHDNHU¶ ZKLFK WDNH SODFH ZKLOH KH LV
searching the neighbourhood for a thermometer for his daughter, and run from the middle 
of page seventeen to the top of page twenty-two of the typescript. Cheever replaced both 
VFHQHV DV ZHOO DV +DNH¶V VHDUFK IRU D WKHUPRPHWHU LQ WKH VHFRQG GUDIW ZLWK D VFHQH LQ
which Hake meets Tom Maitland, the wealthiest resident in Shady Hill, at the clubhouse 
pool, and a set-SLHFHLQZKLFK+DNHEUHDNVLQWRWKH0DLWODQGV¶KRPHWRVWHDOPRQH\RQO\
WR GLVFRYHU 7RP¶V ZLIH *UDFLH LQ EHG ZLWK %LOO 5LFNHU D QLQHWHHQ \HDU ROG GHOLQTXHQW
(21-22).  
Like Hake, Ricker too is an impostor, and, after seeing him in bed with Gracie, Hake 
is shocked into reflecting on the debilitating irony of having a sense of impostorship in a 
QHLJKERXUKRRG ZKHUH UHVLGHQWV ZKR µVHHP WR EH DW RGGV ZLWK UHDVRQ DQG GHFHQF\¶ FDQ
UHDFK µVXFK SRVLWLRQV RI DGYDQWDJH DV 7RPP\ 0DLWODQG¶V EHG¶ . Cheever describes 
+DNH¶VUHDFWLRQWRILQGLQJ&KDUOLH)ULVFRLQEHGZLWK/RXLVH:DUEXUWRQDIWHUEUHDNLQJLQWR
WKH:DUEXUWRQV¶KRXVHVLPLODUO\LQWKHILUVWGUDIWRIWKHVWRU\
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Charlie Frisco was one of his fishing companions and a man he thought he 
knew intimately; a man who, had he been lecherous, would at least have hinted 
DW WKLV >«@0DUN:DUEXUWRQZDVX[RULRXVDQGRIWHQSUDLVHGKLVZLIH IRUKHU
tenderness and intelligence and Louise Warburton, with her showery boarding-
school laughter and her three identically dressed daughters separated herself in 
DOOKHUSXEOLFZD\V IURP OHZGQHVV >«@ ,I WKHVH WZRPRGHOVRISURELW\ZHUH
OHZG DQG LI 0DUN :DUEXUWRQ¶V SUDLVH RI KLV ZLIH ZDV PHDQW WR FRQFHDO
FXFNROGU\WKHQZKRFRXOGEHWUXVWHG¶ 
Cheever cut this passage from the second draft yet transposed its central idea, that the 
probity of Shady Hill hides an otherwise selfish culture, to the scHQHLQVLGHWKH0DLWODQGV¶
home. This scene is instrumental in Hake breaking his cycle of antisocial behaviour in the 
story. Although Hake DGPLWVWRJRLQJRXWµWKHQH[WQLJKWWKLVWLPHWRWKH3HZWHUV¶KHGRHV
QRWWUHVSDVVKHZDONVKRPHLQWKHUDLQDQGWKLQNVLQVWHDGRIZKDWKHDOUHDG\µSRVVHVVHG¶
which is a family that loves him (23).  
The impact of Cheever adding two further episodes of housebreaking to the second 
draft RI µ7KH +RXVHEUHDNHU RI 6KDG\ +LOO¶ cannot be overlooked in this regard. These 
scenes strengthen the emotional DVSHFWRI+DNH¶VFKDUDFWHUby showing the extent to which 
his normality is transformed into pathology by the distress of both losing his job, and, 
SRWHQWLDOO\KLV VRFLDO VWDWXV6KRZLQJ+DNH¶VQHLJKERXUV WREHHYHU\ELW DV VXUUHSWLWLRXV
and self-DEVRUEHGDVKHLVWKHVFHQHVERWKLQWKHFOXEKRXVHDQGLQWKH0DLWODQGV¶EHGURRP
support the story thePDWLFDOO\LQPXFKWKHVDPHZD\DVWKHVFHQHVLQWKH*RVOLQV¶NLWFKHQ
DQGWKH7UHQKROPHV¶OLYLQJURRPGR 
:KDWVHWV WKHVHVFHQHV LQ WKHFOXEKRXVHDQG LQ WKH0DLWODQGV¶EHGURRPDSDUW IURP
their predecessors LQµ7KH5HIRUPHG+RXVHEUHDNHU¶is that, by being presented through the 
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point of view of Hake, the former are not set off at a remove from the larger narrative 
context of the story. BHFDXVHLWPLUURUV+DNH¶VG\VIXQFWLRQDOUHODWLRQVKLSZLWK6KDG\+LOO
thematically, the image of Ricker in bed with Gracie resRQDWHV LQ+DNH¶VPLQG VWURQJO\
enough to make him question his own behaviour. Moreover, +DNH¶V PHHWLQJ ZLWK 7RP
sets up the next paragraph of the second draft in which Hake breaks into his home. 
Character motivation drives the action of these scenes, and as a result, both scenes move 
the second draft of µ7KH+RXVHEUHDNHURI6KDG\+LOO¶forward more successfully than do 
their more digressive counterparts in µ7KH5HIRUPHG+RXVHEUHDNHU¶.   
&KHHYHU¶V UHZULWLQJ DQG UH-VHTXHQFLQJ RI µ7KH 5HIRUPHG +RXVHEUHDNHU¶ Zas 
FRPSOHWHG IROORZLQJ /REUDQR¶V LQVWUXFWLRQ WKDW KH IRUHJURXQG WKH WUDQVIRUPDWLRQ RI
+DNH¶VQRUPDOLW\ LQWRSDWKRORJ\DQGDFFRUGLQJ WR0D[ZHOO¶V VXJJHVWLRQ WKDWKHSUHVHQW
this transformation in the first-person limited. In the process of producing the second draft 
of the story along these lines, Cheever addressed the majority of the numbered and 
XQQXPEHUHGTXHULHV0D[ZHOOPDGHLQWKHPDUJLQVRIµ7KH5HIRUPHG+RXVHEUHDNHU¶+H
also rewrote pages eight through twelve of the latter roughly according to the revisions 
Maxwell made to each of them.  
This is unsurprising as these pages contain the highest concentration of editorial 
annotation in µ7KH 5HIRUPHG +RXVHEUHDNHU¶ E\ IDU Maxwell made crossings out and 
corrections to the prose on pages eight, nine, ten, eleven, and twelve, renumbering them 
µD¶ µE¶ µF¶ µG¶ DQG µH¶ LQ WKH SURFHVV 7KHVH DQQRWDWLRQV LQGLFDWH WKDW 0D[ZHOO
considered it feasible for Cheever to condense the contents of pages eight through twelve 
of the first draft of the story into one page in the second draft. For his part, Cheever 
appears to have done his best to comply with Maxwell, working flexibly to combine his 
HGLWRU¶V revisions and cuts with his own in order to compress the material on pages eight, 
nine, and ten of the first draft into a twenty-line paragraph on page ten of the second draft.  
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An example of this constructive engagement between writer and editor is visible on 
SDJHHLJKWRIWKHW\SHVFULSWRIµ7KH5HIRUPHG+RXVHEUHDNHU¶ZKHQ0D[ZHOOFURVVHVRXWD
sentence concerning +DNH¶V FRQYLFWLRQ WKDW LQ WKHZDNHRIKLV VWHDOLQJ &KDUOLH)ULVFR¶V
wallet, KH LV GHQLHG WKH PHPRU\ RI PHQ DQG ZRPHQ EHLQJ µDQLPDWHG E\ KLJK SXUSRVH¶
HYHU\WKLQJ LV LQVWHDG µOHFKHU\ DQG WKHIW¶  0D[ZHOO DSSHDUV WR have agreed with the 
sentiment of this sentence²Hake feeling isolated from his neighbours in moral terms²but 
perhaps felt that the paragraph following on from this sentence, in which Cheever 
WUDQVODWHV+DNH¶VIHHOLQJLQWRDFWLRQE\KDYLQJKLPVHDUFKDQHZVSDSHUIRUVWRULHVRIWKHIW
while ridLQJ WKH FRPPXWHU WUDLQ LQWR WKH FLW\ HPSKDVLVHG WKH FKDUDFWHU¶V QHZIRXQG
sensitivity to duplicity more effectively.  
$VLWDSSHDUVLQµ7KH5HIRUPHG+RXVHEUHDNHU¶, this paragraph begins not with action 
but with stasis as Hake waits to catch the train to work on the morning after breaking into 
WKH :DUEXUWRQV¶ KRPH 6WDQGLQJ RQ WKH VWDWLRQ SODWIRUP VXUURXQGHG E\ KLV QHLJKERXUV
Hake recalls how, as a child, his favourite toy was a microscope. Noting the disparity 
between salt crystals as they appeared on his egg and the same crystals under the 
PDJQLILFDWLRQRIKLVPLFURVFRSH+DNHVWXGLHV WKH IDFHVRIKLVQHLJKERXUV IRU µOHZGQHVV
DQG WKHIW¶ ZKHQ µROG 0U *RGIUH\¶ KROGV WKH ZDLWLQJ-URRP GRRU RSHQ IRU µSUHWW\¶ -XOLD
Timkin, for example, Hake wonders if they are lovers (8). This analogy, which runs to 
eight lines in length, is intended to show Hake struggling, mentally, to cope with his 
feeling of anomalousness after committing a crime in his community.  
Despite the labourious nature of this analogy, Maxwell revised it only lightly in µ7KH
5HIRUPHG+RXVHEUHDNHU¶, changing the pronouns from third-person to first-person, making 
DIHZURXWLQHFRUUHFWLRQVWR&KHHYHU¶VSXQFWXDWLRQDQGVXEVWLWXWLQJµOHZGQHVVDQGWKHIW¶
IRUµO\LQJDQGRWKHUIRUPVRIGLVKRQHVW\¶DLQ order to better complement the example 
Hake gives of two of his neighbours being potential adulterers. A possible reason for 
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Maxwell retaining this analoJ\LQµ7KH5HIRUPHG+RXVHEUHDNHU¶ is him editing under the 
impression that Cheever himself knew the analogy was diffuse and needed either to be 
revised or cut altogether from the second draft of the story. 
7KHVHQWHQFHIROORZLQJ+DNH¶VREVHUYDWLRQRI0U*RGIUH\DQG-XOLDLVVXVSLFLRXVO\
self-conscious in this regard, as Cheever uses free-indirect style to take on the speech of 
+DNH DQG FULWLFLVH WKH YDOXH RI WKH DQDORJ\ µ7KH ULGLFXORXVQHVV RI WKLV WUDLQ RI thought 
WXUQHG>+DNH¶V@DWWHQWLRQWRKLVQHZVSDSHU¶-9). When Cheever reworked page eight in 
the second draft, he cut the sentence Maxwell crossed out that preceded this paragraph, as 
well as the analogy between the difference in salt in culinary use and under magnification, 
and the public and private behaviour of people in Shady Hill (9a). Subsequently, in the 
opening two sentences of the revised version of this paragraph as it appears in the second 
draft of the story&KHHYHUHPSKDVLVHV+DNH¶VPHQWDODnd physical isolation more directly: 
µ2XW RI WKH KRXVH WKH QH[W PRUQLQJ ZLWKRXW IDFLQJ DQ\RQH DQG ZKHQ , ERXJKW P\
newspaper the first thing I looked for were accounts of other thefts. I ZDVWKDWORQHO\¶
Rather than expressing what Hake is feeling through introspection, Cheever expresses 
what the character is feeling through action, which, in this example, is his avoidance of eye 
contact with his neighbours on his way to the train station, and his searching the 
newspaper for crime reportage.  
Cheever VKRZLQJ+DNH¶VSV\FKRORJLFDOGHFOLQHSULPDULO\WKURXJKKLVDFWLRQVLV WKH
main difference between thHILUVWDQGVHFRQGGUDIWVRIµ7KH+RXVHEUHDNHURI6KDG\+LOO¶, 
ZLWK+DNH¶V VHOHFWLYH UHDGLQJRI WKHQHZVSDSHUEHFRPLQJRQHRI WKHHDUO\ V\Pptoms of 
this decline in the second draft of the story. While editing page eight of µ7KH5HIRUPHG
+RXVHEUHDNHU¶0D[ZHOODOVR UHSKUDVHG+DNH¶VGHVFULSWLRQRI WKHVWRULHVKHGLVFRYHUV LQ
the newspaper in order to make it as clear as possible to the reader where the character was 
JHWWLQJ WKLV LQIRUPDWLRQ IURP 0D[ZHOO DPHQGHG µ$ WKLUW\ WKRXVDQG GROODU SD\UROO KDG
200 
 
EHHQVWROHQLQWKH%URQ[¶WRµ7KHUHKDGEHHQDWKLUW\WKRXVDQGGROODUSD\UROOUREEHU\
LQ WKH %URQ[¶ D &KHHYHU DFFHSWHG 0D[ZHOO¶V DPHQGPHQW DQG UHYLVHG +DNH¶V
GHVFULSWLRQRIWKHQHZVSDSHU¶VFRQWHQWVLQWKHVHFRQGGUDIWVRWKDWLQVWHDGRIWKHUHEHLQJD
ratio of three reports to three sentences, the reports were compiled more succinctly into a 
list running to just one sentence in length:  
There was an eighteen thousand dollar pay-roll robbery in the Bronx, some 
furs and jewels were gone from the suburbs, and some medicine had been 
stolen from a warehouse in Brooklyn but this was slim cheer. (10) 
In the process of making this description pithier, Cheever cut its concluding sentence in 
µ7KH5HIRUPHG+RXVHEUHDNHU¶²µ+DNHIHOWDIDLQWFKHHUDWGLVFRYHULQJWKHFRPPRQDOLW\RI
KLVVLQDQGKHOHDIHGWKURXJKWKHSDSHUDQ[LRXVO\ORRNLQJIRUDFFRXQWVRIUREEHULHV¶²
from the second draft. He did not do this at the behest of Maxwell, who had merely 
rephrased WKLV VHQWHQFH LQ µ7KH 5HIRUPHG +RXVHEUHDNHU¶ so that its phrasing was more 
FROORTXLDODQGHYHU\GD\µ,IHOWDOLWWOHEHWWHUDWGLVFRYHULQJKRZFRPPRQWKHWKLQJ,KDG
done was, and I leafed through the paper anxiously, looking for more accounts of 
UREEHULHV¶ (9b). Cheever cut this sentence from the second draft out of necessity because 
he had relocated the description of Hake looking through the newspaper to the beginning 
of the newly revised paragraph on page ten. This EHLQJ VDLG &KHHYHU¶V DGGLWLRQ RI WKH
shoUWHU VXERUGLQDWLQJ FODXVH µEXW WKLV ZDV VOLP FKHHU¶ WR +DNH¶V GHVFULSWLRQ RI WKH
QHZVSDSHUVWRULHVLQWKHVHFRQGGUDIWLVFHUWDLQO\VLPLODUWR0D[ZHOO¶VUHYLVLRQLQERWKLWV
style and function. These revisions yielded the first and second sentences of the central 
paragraph on page ten of the second draft of the story.  
Guided roughly by the editing of Maxwell in terms of what he rejected and what he 
retained, Cheever worked scrupulously to abridge material on pages nine, ten, eleven, and 
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twelve of µ7KH5HIRUPHG+RXVHEUHDNHU¶into the remainder of this paragraph in the second 
draft of the story. What appears to have been a lapse in concentration while typing µ7KH
5HIRUPHG+RXVHEUHDNHU¶ saw Cheever repeat himself in the new paragraph following the 
VHQWHQFHµ+DNHIHOWDIDLQWFKHHUDWGLVFRYHULQJWKHFRPPRQDOLW\RIKLVVLQDQGKHOHDIHG
WKURXJKWKHSDSHUDQ[LRXVO\ORRNLQJIRUDFFRXQWRIUREEHULHV¶ 
But this was faint cheer and short-lived too and he was back with the bleak 
and painful realization that he was a common thief and an impostor and that 
he had done something so reprehensible that it broke the tenets of every 
NQRZQUHOLJLRQ+HKDGVWROHQDQGZKDW¶VPRUHKHKDGFULPLQDOO\HQWHred 
the house of a friend and broken all the unwritten laws that held the 
community together. (9)           
0D[ZHOO DGGUHVVHV &KHHYHU¶V UHSHWLWLRQ LQ WKH ILUVW RI WKHVH WZR VHQWHQFHV DV ZHOO DV
FRUUHFWLQJ&KHHYHU¶VJUDPPDUE\DGGLQJ FRPPDVDIWHU µLPSRVWRU¶ µVWROHQ¶ DQG µPRUH¶
and replacing the third-person pronouns in each sentence with first-person pronouns (9b). 
The repetitious unit of the first sentence, which begins with a coRUGLQDWLQJ FODXVH µthis 
was faint cheer and short-lived too and he was bacN ZLWK WKH >«@¶ ZDV WUXQFDWHG E\
0D[ZHOO WR WKH VHQWHQFH µ>%XW@ RQO\ D OLWWOH D EHWWHU DQG RQO\ IRU D ZKLOH¶ E 7KLV
PDLQWDLQHGWKHFRQWLQXLW\RI+DNH¶VWKRXJKWJRLQJLQWRWKHSDUDJUDSKZKLOHsimultaneously 
delineating it from his next thought, which Maxwell introduced in a new sentence 
IROORZLQJ µDIWHUDZKLOH¶7RFRQVWUXFW WKLVVHQWHQFH0D[ZHOOSHQFLOOHG LQ µ7KHQ ,ZDV
IDFHGRQFHPRUHZLWKWKH>«@¶DKHDGRI&KHHYHU¶VOLQH µEOHDNDQGSDLQIXOUHDOLzation of 
WKHIDFWWKDW>«@¶E7KLVDOWHUQDWive opening HPSKDVLVHV+DNH¶VQH[WWKRXJKW²that he 
is a thief and an impostor. In the last of the revisions he made to this sentence, Maxwell 
DOVRFURVVHGRXWµRIWKHIDFW¶E7KHUHYLVHGILUVWVHQWHQFHQRZWZRVHQWHQFHVUHDG 
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But only a little better, and only for a short while. Then I was faced once 
more with the bleak and painful realization that I was a common thief and 
an impostor, and that I had done something so reprehensible that it broke 
the tenets of every known religion. I had stolen, and wKDW¶V PRUH , KDG
criminally entered the house of a friend and broken all the unwritten laws 
that held the community together. (9b)   
Reworking two sentences, one in which Hake describes reading newspaper reports about 
other thefts in the New York area, and another in which he reveals that reading these 
UHSRUWVEURXJKWKLPµIDLQWFKHHU¶LQWRRQHVHQWHQFHLQWKHVHFRQGGUDIWof the story enabled 
Cheever to correct his own repetition. While working on the second draft, Cheever rejected 
0D[ZHOO¶V FRQGLWLRQDO VHQWHQFH µ%XW RQO\ D OLWWOH EHWWHU DQG RQO\ IRU D VKRUW ZKLOH¶
which, although stylistically effective, was redundant in the wake of this revision. He also 
FXW0D[ZHOO¶VVXJJHVWHGRSHQLQJIRUWKHQH[WVHQWHQFHµ7KHQ,ZDVIDFHGRQFHPRUHZith 
the bleak DQGSDLQIXOUHDOL]DWLRQ¶ZKLFKOHIWµI was a common thief and an impostor and 
that I had done something so reprehensible that it broke the tenets of every known 
UHOLJLRQ¶7KLVEHFDPHWKHWKLUGVHQWHQFHRIWKHSDUDJUDSKRQSDJHWHQRIWKHVHFRQGGUDIW 
of the storyDOEHLWLQPRGLILHGIRUPµ,ZDVDFRPPRQWKLHIDQGDQLPSRVWRUDQGKDGGRQH
VRPHWKLQJWKDWEURNHWKHWHQHWVRIHYHU\UHOLJLRQ¶7KLVLVDPRUHGHFODUDWLYHVHQWHQFHWKDQ
LWV FRXQWHUSDUW LQ µ7KH 5HIRUPHG +RXVHEUHDNHU¶ LW DOVR PDJQLILHV +DNH¶V Whreat to his 
suburban community by emphasising his deviancy.  
Perhaps DVDFRQVHTXHQFHRIWKLV&KHHYHUGHHPHG+DNH¶VHODERUDWLRQRQWKLVIHHOLQJ
in the sentence following this one in µ7KH 5HIRUPHG +RXVHEUHDNHU¶ µ, KDG VWROHQ DQG
ZKDW¶VPRUH ,KDGcriminally entered the house of a friend and broken all the unwritten 
ODZVWKDWKHOGWKHFRPPXQLW\WRJHWKHU¶XQQHFHVVDU\WRWKHVWRU\&KHHYHURSWHGLQVWHDG
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for shorter sentences that did not focus on the titular theme of the story in the second draft 
oIµ7KH+RXVHEUHDNHURI6KDG\+LOO¶µ,KDGP\FRQVFLHQFHWRODERUZLWKDQGZKDWDILJKW
7KLV IDFXOW\ ZRUNHG VR RQ P\ VSLULWV WKDW P\ OHIW H\H EHJDQ WR WZLWFK¶  7KHVH
sentences were themselves abridged versions of two sentences that Maxwell left largely 
intact in the first draft: 
His conscience was not content with the admission that what he had done was 
wrong. It worked so relentlessly on his spirits²like the hard beak of a 
caniverous [sic] bird²that his left eye began to twitch and he seemed to stand 
at the brink of a general nervous collapse. (9) 
Maxwell changed the pronouns to first-SHUVRQSURQRXQVDJDLQDGGHG WKH OHWWHU µU¶ WR WKH
PLVVSHOWµFDQLYHURXV¶; LQVHUWHGDFRPPDDIWHUµWZLWFK¶ DQGUHSODFHGµWRVWDQGDW¶ZLWKWKH
SUHSRVLWLRQ µRQ¶ D FRUUHFWLRQ WKDW LQWURGXFHG WKH PRUH FRPPRQO\ XVHG SKUDVH µRQ WKH
EULQN¶ LQWR µ7KH5HIRUPHG+RXVHEUHDNHU¶ (9b).36 'HVSLWH0D[ZHOO¶VFRQILGHQFH LQ WKHVH
sentences, Cheever did not include them in the second draft of the story, however.       
The absence of these three sentences from the second draft RIµ7KH+RXVHEUHDNHURI
6KDG\ +LOO¶ is surprising for three reasons. First, Maxwell did not appear to have any 
editorial issues with these sentences as they appeared in µ7KH 5HIRUPHG +RXVHEUHDNHU¶
much beyond their lack of punctuation, and errors in spelling and phrasing. Indeed, by 
WUDQVIRUPLQJ WKH SKUDVH µDQG ZKDW¶V PRUH¶ LQWR D VHQWHQtial adverb with the addition of 
FRPPDV0D[ZHOOPDGH WKH VHQWHQFHEHJLQQLQJ µ+HKDG VWROHQ >«@¶PRUH UKHWRULFDOly 
HIIHFWLYHLQFUHDVLQJWKHHPSKDVLVRQ+DNH¶VZURQJGRLQJE\PDNLQJWKHUHDGHUVWUHVVµ+H
                                                          
36
 $PXVLQJO\QHLWKHU&KHHYHUQRU0D[ZHOOFRXOGVSHOOµFDUQLYRURXV¶0D[ZHOODGGHGDQµU¶WRµFDQLYHURXV¶
[sic] while editing the first draft. When the simile was reinstated in the working varitype proof of the story, 
WKHZRUGZDVVWLOOVSHOW µFDUQLYHURXV¶)RUWXQDWHO\ WKHFRS\HGLWRUVDW WKHPDJD]LQHFDXJKWWKHPLVVSHOOLQJ
before the issue went to press.   
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KDGVWROHQ¶RQRQHVLGHRISKUDVHµDQGZKDW¶VPRUH¶DQGµKHKDGFULPLQDOO\HQWHUHGWKH
KRXVH RI D IULHQG¶ RQ WKH RWKHU 6HFRQG WKHVH VHQWHQFHV VHUYH DQ LPSRUWDQW rhetorical 
function in µ7KH5HIRUPHG+RXVHEUHDNHU¶+DNH¶VDFNQRZOHGJHPHQWWKDWKHKDVYLRODWHG
the norms of a traditional property regime²that people must not cheat or steal²and must 
cooperate with others, contributes significantly to the irony of his situation in the story, 
particularly at the end, when lying to his family and stealing from his neighbours proves, 
incongruously, to have been the correct course of action for Hake to retain his place in 
upper-middle-class suburban society. Third, these sentences GHHSHQ +DNH¶V
characterisDWLRQ LQ SV\FKRORJLFDO WHUPV &KHHYHU MX[WDSRVHV +DNH¶V PRPHQWV RI JXLOW\
contemplation in these sentences with two scenes of action, Hake visiting the bank to pay 
RII KLV PRUWJDJH LQWHUHVW ZLWK WKH PRQH\ KH VWROH IURP µWKH KRXVH RI D IULHQG¶ DQG KLV
VKRFNDWZLWQHVVLQJDVWUDQJHUVWHDOLQJDFXVWRPHU¶VWKLUW\-five cent tip from a restaurant, 
in order to characterise Hake as a hypocritical criminal (9-10).37  
+DNH¶V K\SRFULV\ GLVWLQJXLVKHV KLP IURP DQRWKHU RI &KHHYHU¶V PDOH suburbanite 
protagonists, the traumatised yet non-K\SRFULWLFDO:HHGLQµ7KH&RXQWU\+XVEDQG¶:HHG
publicly embarrasses himself when he insults Mrs. Wrightson at the train station, and 
eventually confesses his love for the babysitter to a psychiatrist. Hake, on the other hand, 
SXUSRVHIXOO\NHHSVKLVPRUDOWUDQVJUHVVLRQVHFUHWLQHDFKYHUVLRQRIµ7KH+RXVHEUHDNHURI
6KDG\+LOO¶'HVSLWHUHVSRQGLQJIDYRXUDEO\WR+DNH¶VSHUVRQDOLW\DQGLGHQWLI\LQJZLWKKLV
social class and milieu, more conservative New Yorker readers may have found Hake more 
deserving of punishment than Weed as a result of his characterisation as a hypocritical 
criminal. Hake is a compelling and provocative character in this sense, and this is largely 
                                                          
37
 +DNHYLVLWV WKHEDQN WRGHSRVLW)ULVFR¶VPRQH\ LQ WKH ODUJHVWSDUDJUDSKRQSDJHQLQHRI µ7KH5HIRUPHG
+RXVHEUHDNHU¶ 7KH VFHQH LQ WKH UHVWDXUDQW EHJLQV D QHZ SDUDJUDSK WRZDUGV WKH ERWWRP RI WKLV SDJH DQG
continues to the top of page ten. In the second draft of the story, Cheever compresses this action into the 
largest paragraph on page ten. Hake visits the bank in the seventh sentence of this paragraph, and the 
UHVWDXUDQW LQ WKH HLJKWK VHQWHQFH $OVR LQ WKLV GUDIW +DNH¶V ZDON IURP WKH EDQN WR WKH UHVWDXUDQW LV
uninterrupted, which increases the overall pace of the story. 
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due to the contrast between his moral rhetoric, of which these sentences are important 
examples, and his immoral action in the story.     
It is plausible that Cheever cut the sentence in which Hake acknowledges his 
YLRODWLRQRIWKHµXQZULWWHQODZVWKDWKHOGWKHFRPPXQLW\WRJHWKHU¶DQGUHPRYHGWKH simile 
likening his guilty conscience to the pecking of a carnivorous bird from another sentence 
in the second draft of the story because he was ZRUNLQJTXLFNO\WRUHZULWHµ7KH5HIRUPHG
+RXVHEUHDNHU¶ for Maxwell and Lobrano. While there is no evidence of either editor 
setting a deadline for the completion of the second draft of the story, Cheever was under 
pressure to turn a rejected submission into a saleable one nonetheless. When working 
XQGHUHGLWRULDOSUHVVXUHRIDQ\NLQG&KHHYHU¶VUHYLVLRQVFRXOGE\ his own admission, be 
µKDVW\ DQG OD]\¶.38 ,Q -XO\  0D[ZHOO VHQW &KHHYHU WKH FRUUHFWHG JDOOH\V RI µ7KH
&RPPRQ'D\¶The New Yorker, 2 August 1947) for him to check over prior to the story 
being printed in the magazine. Cheever explained what happened next in an apologetic 
OHWWHU WR/REUDQR µ7KHUH VHHPHG WREH D ORWRI WKLQJV ,KDGQ¶WGRQH , WULHG WRPDUN WKH
galleys and then I tried to type the inserts for the galleys and then I ended with retyping the 
story [...]¶.39 The rewritten version of µ7KH&RPPRQ'D\¶cost Cheever $203.68 ($2161.01 
in 2015) because it was nine hundred and ninety-seven words shorter than the original.40 In 
FRQWUDVW WKH UHYLVLRQ RI µ7KH +RXVHEUHDNHU RI 6KDG\ +LOO¶ DSSHDUV WR KDYH SURFHHGHG
without incident, and to have also been more collaborative.  
This does not mean that Cheever was content with the revisions he made to the 
second draft of µ7KH +RXVHEUHDNHU RI 6KDG\ +LOO¶ though. Late in the editing process, 
Cheever reinstated the edited version of the sentence he originally cut from the second 
                                                          
38
 New Yorker Records, NYPL, General Correspondence, Box 445, fol. 12, John Cheever to William 
Maxwell, [n.d.] c. 1947.  
39
 New Yorker Records, NYPL, General Correspondence, John Cheever to Gustave S. Lobrano, 6 July 1947. 
40
 New Yorker Records, NYPL, Series 1: Editor 1917-1984, Harold Ross General Files 1917, 1924-1957, 
Box 35, fol. 4, Harding T. Mason to Harold W. Ross, 17 July 1947. 
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GUDIW µ,KDGVWROHQDQGZKDW¶VPRUH ,KDGFULPLQDOO\HQWHUHG WKHKRXVHRID IULHQGDQG
broken all the laws XQZULWWHQ ODZV WKDW KHOG WKH FRPPXQLW\ WRJHWKHU¶ DORQJ ZLWK WKH
original versions of the two sentences he had rewritten for it µ0\ FRQVFLHQFH ZDV QRW
FRQWHQW ZLWK WKH DGPLVVLRQ WKDW ZKDW , KDG GRQH ZDV ZURQJ¶ DQG µ,W ZRUNHG VR
relentlessly on my spirits²like the hard beak of a carniverous [sic] bird²that my left eye 
EHJDQ WR WZLWFK DQG DJDLQ , VHHPHG RQ WKH EULQN RI D JHQHUDO QHUYRXV FROODSVH¶ LQ WKH
ZRUNLQJYDULW\SHSURRIRIµ7KH+RXVHEUHDNHURI6KDG\+LOO¶(9).  
Having cut one of these sentences and UHYLVHGWKHRWKHUVGHVSLWH0D[ZHOO¶VGLVSOD\
of confidence in them during his editing of µ7KH 5HIRUPHG +RXVHEUHDNHU¶, why did 
Cheever return to them towards the end of the editing process? Although there is no 
evidence in the New Yorker Records to answer this question concretely, the reinstatement 
of this material is most likely a qualitative issue. These sentences are thematically and 
rhetorically enriching to the story, and it is possible that, after discussing the changes he 
made to the second draft with Maxwell by letter or in person, Cheever acknowledged that 
the original sentences in µ7KH 5HIRUPHG +RXVHEUHDNHU¶ FRQYH\HG +DNH¶V SV\FKRORJLFDO
turmoil (and, by extension, his hypocrisy) more effectively to the reader than the shorter 
sentences he replaced them with in the second draft. Whether this reason is valid or not, 
that Maxwell did not prohibit Cheever from experimenting with new versions of sentences 
WKDW JUDPPDU DVLGH KH KDG OHIW LQWDFW RQ SDJH QLQH RI µ7KH 5HIRUPHG +RXVHEUHDNHU¶
suggests he wanted Cheever to feel as creatively empowered as possible during the 
rewriting process.  
0D[ZHOO¶V VXEVWLWXWLYH HGLWLQJ RI WKHVH SDJHV DW WKH OHYHO RI ZRUGV SKUDVHV DQG
VHQWHQFHV LQ µ7KH 5HIRUPHG +RXVHEUHDNHU¶ ZDV DWWHQWLYH WR and amplificatory of the 
formDODQGDHVWKHWLFSULQFLSOHVRI&KHHYHU¶VVW\OH0RVWRIWKHGHOHWLRQV0D[ZHOOPDGHLQ
these pages were to phrases that were verbose or misused, and to sentences that featured 
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WRRPXFKGLVFXUVLYHFRPPHQWDU\ZLWKQRLPPHGLDWHSORWSXUSRVH0D[ZHOO¶VUHYLVLRQs in 
the first instance were typically succinct fixes such as the substitution of a one-word 
preposition for a longer phrasal verb, while in the second instance, he either rewrote or 
added sentences to the first draft for possible inclusion in the second that were 
syntactically and thematically suggestive of the authorial material they replaced. Even 
0D[ZHOO¶V LQVHUWLRQ RI D PRUH DXWRELRJUDSKLFDO SRLQW RI YLHZ LQWR µ7KH 5HIRUPHG
+RXVHEUHDNHU¶was not an aesthetic preference on his part. Rather, it was an attempt by 
0D[ZHOO WR WUDQVIRUP D FRQGLWLRQ RI SXUFKDVH IRU µ7KH 5HIRUPHG +RXVHEUHDNHU¶²
/REUDQR¶VGHPDQGWKDW&KHHYHUGHILQHWKHFKDUDFWHURI+DNHPRUHFOHDUO\IRUWKHUHDGHU²
into a practical suggestion for how Cheever could shift the narratorial focus of the story 
more fully onto Hake.  
 
'UDIWµ7KH+RXVHEUHDNHURI6KDG\+LOO¶$XJXVW 
In the majority of cases between 1935 and 1963, Cheever submitted the first drafts of his 
stories to The New Yorker and allowed its editors to transform them into working varitype 
SURRIV ,Q WKHFDVHRI µ7KH+RXVHEUHDNHURI6KDG\+LOO¶KRZHYHU WKHZRUNLQJYDULW\SH
SURRILVWKHWKLUGGUDIWRIWKHVWRU\$VDUHVXOWWKLVGUDIWRIµ7KH+RXVHEUHDNHURI6KDG\
+LOO¶UHSUHsents a story on the cusp of publication in The New Yorker. This is reflected on 
the typescript by an array of annotations from editors, fact-checkers, and copy-editors. 
Although the third draft of µ7KH+RXVHEUHDNHURI6KDG\+LOO¶ is similar both in structure 
and content to its predecessor, it notably features a scene Cheever rewrote using a 
combination of material from µ7KH5HIRUPHG+RXVHEUHDNHU¶, and new material Maxwell 
pencilled onto the second draft; there are also nineteen queries, instructions for printers, 
and several pieces of substitutive editing on the proof. 
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7KH VFHQH LQ ZKLFK +DNH EXUJOHV WKH :DUEXUWRQV¶ KRPH LQ WKH ZRUNLQJ YDULW\SH
SURRIRI µ7KH+RXVHEUHDNHURI6KDG\+LOO¶ LVDQH[DPSOHRI WKHZD\ LQZKLFK The New 
Yorker encouraged and sustaineG WKH FROODERUDWLYH SURFHVV GXULQJ HGLWLQJ ,Q µ7KH
5HIRUPHG+RXVHEUHDNHU¶ WKHEXUJODU\ WDNHVXSHLJKW OLQHVRI WKHODVWSDUDJUDSKRQSDJH
five, and runs for four paragraphs through page six to the first six lines of page seven. In 
the second draft of the story, Cheever condensed this scene into a paragraph of just fifteen 
lines by cutting two sentences of narrative prose, and three of descriptive prose. As it 
appears in the working varitype proof, this scene is comprised of material from the first 
and second drafts of the story, as well as several of the suggestions Maxwell made on the 
typescript during his editing of the second draft. 
:KLOH HGLWLQJ &KHHYHU¶V UHYLVLRQ RI this scene in the second draft of the story, 
Maxwell reinserted several of WKHDXWKRU¶s deletions back into the working varitype proof. 
2QHRIWKHVHZDVWKHVHQWHQFHµ7KHGLPDQGFOHDUQLJKW-lights that came in at the windows 
seemed to fall in arcs so that the house looked like a shell, a nautilus, shaped to contain 
LWVHOI¶,Q µ7KH5HIRUPHG+RXVHEUHDNHU¶, Cheever placed this description towards the end 
RI WKH ILUVW IXOOSDUDJUDSKRQSDJHVL[ ,W IROORZV+DNHJDLQLQJHQWU\ WR WKH:DUEXUWRQV¶
home through the front door, and rubbing the ears of their old cocker spaniel until he 
µ>WURWV@EDFN WRKLVEHG>«@DQG>IDOOV@DVOHHS¶0D[ZHOOZURWHWKHVHQWHQFHYHUEDWLP
onto the typescript of the second draft near the top of page nine, immediately following 
+DNH¶VHQWUDQFHLQWRWKH:DUEXUWRQV¶KRPHDQGPRPHQWVEHIRUHKHGLVWXUEVWKHLUVOHHSLQJ
cocker spaniel (Cheever opens the first full paragraph on page nine of the second draft 
with this action). By putting the sentence here, Maxwell establishes the atmosphere of the 
scene in aural, visual, and psychological terms.  
First, the description of light and its effect on the interior of the house amplifies the 
stillness of the scene. Second, the simile of the nautilus²a marine mollusc whose bone 
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structure is externalised as a coiled shell divided internally into chambers²is not only a 
reference to OliYHU:HQGHOO+ROPHV¶IDPRXVSRHPµ7KH&KDPEHUHG1DXWLOXV¶EXW
also conveys the idea of the house as both a physical and psychological shelter, and the 
idea of compartmentalisation along similar lines. Holmes uses the life-cycle of the 
nautilus²as it grows, it closes off a previous shell and inhabits a new one connected to the 
old one²to contemplate human mortality in his poem, claiming, finally, that no matter 
how many homes a human inhabits on earth, their final resting place awaits them in 
heaven. 41  &KHHYHU EDVHV KLV XVH RI WKH QDXWLOXV LQ D SV\FKRORJLFDO UHDOLW\ LQ µ7KH
+RXVHEUHDNHURI6KDG\+LOO¶+DNHEUHDNVLQWRWKH:DUEXUWRQV¶KRXVHEHFDXVHDILQDQFLDO
crisis arises and breaches his psychological compartmentalisation. His mental transposition 
RIWKHLPDJHRIDQDXWLOXVRQWRWKHLQWHULRURIWKH:DUEXUWRQV¶KRXVHFDQEHUHDGDVEHLQJ
symbolic of this breach. Accordingly, Cheever incorporated a shortened version of the 
sentence, µThe dim and clear night-lights that came in at the windows seemed to fall in 
DUFV VR WKDW WKH KRXVH ORRNHG OLNH D VKHOO D QDXWLOXV VKDSHG WR FRQWDLQ LWVHOI¶, into the 
ZRUNLQJYDULW\SHSURRIRIµ7KH+RXVHEUHDNHURI6KDG\+LOO¶µ,QWKHGLPQLJKWOLJKWWKDW
came in at the windows, the house ORRNHGOLNHDVKHOODQDXWLOXVVKDSHGWRFRQWDLQLWVHOI¶
(7).  
Maxwell restored other pieces of descriptive prose from µ7KH 5HIRUPHG
+RXVHEUHDNHU¶to the paragraph following this one in the second draft of the story,Qµ7KH
5HIRUPHG+RXVHEUHDNHU¶&KHHYer divides the advancement of Hake up the stairs, across 
WKHODQGLQJDQGLQWRWKH:DUEXUWRQV¶EHGURRPLQWRWKUHHVHQWHQFHV 
Then he started up the stairs. All the bedroom doors stood open and from 
each he could hear deep breathing. It was only a few steps to the bedroom 
                                                          
41
 Oliver Wendell HROPHV µ7KH &KDPEHUHG 1DXWLOXV¶, in Poetry of the New England Renaissance 1790-
1890, ed. by George F. Whicher (New York: Holt, Rhinehart and Winston, 1962), pp. 293-94. 
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of his friend Mark Warburton and he stood in the doorway for a second to 
take his bearings. (6)   
This sequence is effective IRU VHYHUDO UHDVRQV &KHHYHU PDNHV XVH RI WKH YHUE µVWDUWHG¶
which means to begin and also suggests a sudden PRYHPHQWWRGHVFULEH+DNH¶VWUDQVLW up 
the stDLUV LQ WKH ILUVW VHQWHQFH 7KH YHUE µVWDUWHG¶ introduces tension into the scene by 
suggesting simultaneously that Hake is apprehensive about his action but also irrevocably 
caught up in the excitement of the moment. Cheever develops this further in the second 
VHQWHQFHE\H[WHUQDOLVLQJ+DNH¶VPHQWDODSSUHKHQVLRQLQWKHIRUPRIDSK\VLFDOREVWDFOH
RFFXSLHG EHGURRPV WKDW +DNH PXVW SDVV LQ RUGHU WR UHDFK WKH :DUEXUWRQV¶ EHGURRP
Cheever uses free indirect speech in the third sentence to show Hake overcoming this 
sudden moment of hesitation.  
In the second draft of the story, Cheever sacrificed atmosphere for brevity by 
combining these three sentences into a compound sentence: 
Then I went up the stairs, and down thHKDOOWRWKH:DUEXUWRQ¶V>sic] where 
I had left my coat at many big cocktail parties. (9) 
&KHHYHUPDNHVWKHVLPSOHVHQWHQFHµ7KHQ,VWDUWHGXSWKHVWDLUV¶DQLQGHSHQGHQWFODXVHLQ
WKHFRPSRXQGVHQWHQFHµ7KHQ,VWDUWHGXSWKHVWDLUVDQGPDGHP\ZD\GRZn the hall to 
WKH:DUEXUWRQ¶V>sic@ZKHUH,KDGOHIWP\FRDWDWPDQ\ELJFRFNWDLOSDUWLHV¶%\FXWWLQJ
WKHGHVFULSWLRQRIWKHODQGLQJµ$OOWKHEHGURRPGRRUVVWRRGRSHQDQGIURPHDFKKHFRXOG
KHDUGHHSEUHDWKLQJ¶DQGFRQQHFWLQJ+DNHFOLPELQJWKHVWDLUcase and crossing the landing 
ZLWKµDQG¶LQWKLVVHQWHQFH&KHHYHUDWWHPSWVWRFRQYH\DUDSLGPRUHFRQILGHQWTXDOLW\RI
movement on the part of his character.  
It is clear that Maxwell preferred the composition of this sequence as it appears in 
µ7KH5HIRUPHG+RXVHEUHDNHU¶because he divided a further revision of it in the left-hand 
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margin of the working varitype proof into three sentences. Moreover, Maxwell reinstated 
WKH LQGHSHQGHQW FODXVH µ7KHQ , VWDUWHG XS WKH VWDLUV¶ ZKLFK introduces tension into the 
scene, as a simple sentence, and followed it with sentences complex and compound: 
Then I started up the stairs. All the bedroom doors stood open, and from Carl 
DQG6KHLOD¶VEHGURRPZKHUH,KDGRIWHQOHIWP\FRDWDWELJFRFNWDLO parties, I 
could hear the sound of deep breathing. I stood in the doorway for a second to 
take my bearings. (9) 
Following the first sentence, Maxwell reorganised, rather than rewrote, this section of the 
working varitype proof by adapting and incorporating existing material and ideas from the 
previous drafts into the second and third sentences.  
Maxwell begins the second sentence with the same independent clause Cheever used 
in µ7KH5HIRUPHG+RXVHEUHDNHU¶µ$OOthe bedroom doors stood open¶+HWKHQDGGVD new 
GHSHQGHQW FODXVH µDQG IURP &DUO DQG 6KHLOD¶V EHGURRP¶ WR WKH VHQWHQFH 5DWKHU WKDQ
H[WHQGWKHGHVFULSWLRQDVLWVIRUHEHDUµDQGIURPHDFK,FRXOGKHDUGHHSEUHDWKLQJ¶GRHV
WKLVFODXVHRULHQWV WKHUHDGHUVSDWLDOO\ LWDOVRFRQYH\V+DNH¶VIRFXVLQ the scene without 
sacrificing the establishment RIDWPRVSKHUH$IWHUUHIHUHQFLQJ WKH:DUEXUWRQV¶ bedroom, 
Maxwell reintroduces a detail from the second draft of the story²Hake recalling that he 
XVHGWROHDYHKLVFRDWLQWKH:DUEXUWRQV¶EHGURRPGXULQJWKHLU FRFNWDLOSDUWLHVµDQGIURP
&DUO DQG 6KHLOD¶V EHGURRP where I had often left my coat at big cocktail parties [my 
LWDOLFV@¶7KHIULHQGVKLSEHWZHHQWKH+DNHVDQGWKH:DUEXUWRQVLVPHQWLRQHGEULHIO\GXULQJ
this scene in µ7KH5HIRUPHG+RXVHEUHDNHU¶as Hake FURVVHVWKHODQGLQJµ,WZDVRQO\DIHZ
VWHSV WR WKH EHGURRP RI KLV IULHQG 0DUN :DUEXUWRQ¶  %\ XVLQJ +DNH¶V PHPRU\ RI
OHDYLQJKLVFRDWLQWKH:DUEXUWRQV¶EHGURRPDVDV\PERORIWKHLUIULHQGVKLS0D[ZHOODGGV
more risk to the scene. 
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To conclude this senWHQFH0D[ZHOOFRPSOHWHVWKHGHSHQGHQWFODXVHEHJLQQLQJµDQG
IURP &DUO DQG 6KHLOD¶V EHGURRP¶ ZLWK µ, FRXOG KHDU VRXQG RI GHHS EUHDWKLQJ¶ D
UHVWUXFWXUHGYHUVLRQRIWKHGHSHQGHQWFODXVHµDQGIURPHDFKKHFRXOGKHDUGHHSEUHDWKLQJ¶
that appears in µ7KH 5HIRUPHG +RXVHEUHDNHU¶. The third sentence of this revision as it 
appears in the working varitype proof µ, VWRRG LQ WKH GRRUZD\ IRU D VHFRQG to take my 
EHDULQJV¶ LV D IXUWKHU instance of Maxwell recycling a clause Cheever used in µ7KH
Reformed HousHEUHDNHU¶µDQGKHVWRRGLQWKHGRRUZD\IRUDVHFRQGWRWDNHKLVEHDULQJV¶
$V0D[ZHOOLPSOLHVUDWKHUWKDQH[SUHVVHV+DNH¶VPRYHPHQWDFURVVWKHODQGLQJLQWKH
second sentence, the third sentence indicates to the reader the completion of this action.  
Overall, Maxwell revised this sequence so that it was structurally and tonally similar 
WR WKHYHUVLRQ WKDW DSSHDUHGRULJLQDOO\ LQ µ7KH 5HIRUPHG+RXVHEUHDNHU¶ZKLFK LV WR VD\
that Maxwell improved on what Cheever already had. The other types of editors who 
handled submissions during the late stage of the editing process at The New Yorker were 
less sensitive to the style of the contributor, however. In the case of the editor-in-chief, this 
was due in part to the high volume of submissions they were required to read through and 
comment on during a typical working day. Copy editors and fact-checkers had more 
specific roles: copy-editors dealt with issues of spelling, style, and grammar in 
submissions; fact-checkers tested the verifiable accuracy of any factual assertions 
contributors made in their submissions. As this part of the editing process at The New 
Yorker is equally as visible as the editing by Maxwell on the typescript of the working 
YDULW\SHSURRIRIµ7KH+RXVHEUHDNHURI6KDG\+LOO¶LWLVZRUWKH[DPLQLng in more detail.    
In the mid-1950s, every submission to The New Yorker was read by two editors. 
After reading a typescript, each editor attached their opinion sheets to it, and sent it to the 
editor-in-chief, William Shawn, for his final approval. ShawQ¶VVHFUHWDU\+DUULHW:DOGHQ
PDGH PDFKLQH FRSLHV RI DOO WKH µQRQ-WLPHO\¶ W\SHVFULSWV LQFOXGLQJ WKH DWWDFKHG RSLQLRQ
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sheets, before they reached Shawn. 42  :DOGHQ VHQW PDFKLQH FRSLHV RI µQRQ-WLPHO\¶
typescripts to Shawn, and original copies back to the fiction department. If typescripts were 
GHVLJQDWHG DV µWLPHO\¶ RU µUXVK¶ :DOGHQ VHQW WKH RULJLQDO FRS\ WR 6KDZQ LPPHGLDWHO\
without making any machine copies.43  When Shawn finished reading a typescript, he 
released it to Walden, with his opinion sheet attached, for return to the fiction department.  
Upon receiving a typescript from Shawn, editors compiled the opinion sheets into a 
shorter, more workable set of queries. Editors did this because, as opinion sheets were for 
internal use only, they frequently included pedantic and harsh criticism of submissions that 
would have offended contributors. In an opinion sheet dated 30 June 1953, Lobrano 
FRPSODLQHGWR0D[ZHOODERXW&KHHYHUXVLQJWKH/DWLQIRUµ5HVWLQ3HDFH¶µRequiescat in 
Pace¶ DV WKH ODVW OLQH RI µ2 <RXWK DQG %HDXW\¶ µ, ZLVK WR *RG WKHUH ZHUH DQRWKHU ODVW
OLQH¶/REUDQRFRQILGHG0D[ZHOOHQVXUHGWKDWWKLVOLQHZDVFXWIURPWKHSXEOLVKHGYHUVLRQ
of the story.44  
Once a submission became a working varitype proof, copy-editors and fact-checkers 
also contributed their suggestions, corrections, and queries to it. Cheever discussed each 
query with Lobrano and Maxwell by mail, over the phone, and in person at The New 
Yorker¶VRIILFHV$QXQGDWHGOHWWHUIURP&KHHYHUWR0D[ZHOOLQWKH5HFRUGVVKRZVKRZKH
normally responded to queries from the magazine about his work by mail. In the letter, 
Cheever makes a list of answers to ten queries about the retyped version of his 1947 story 
µ7KH&RPPRQ'D\¶ 
1. (OOHQ%URZQ-LP¶VZLIHLVVWD\LQJDOOVXPPHU 
                                                          
42
 New Yorker Records, NYPL, Series 1: Editor 1917-1984, William Shawn, Box 129, IRO  µ,, :KLWH
Katharine S.- Procedures ± µ:KDW,'R¶, [n.d.] c. 1956. 
43
 New Yorker 5HFRUGV1<3/:LOOLDP6KDZQµ,,:KLWH.DWKDULQH6- Procedures ± µ:KDW,'R¶, [n.d.] c. 
1956. 
44
 New Yorker Records, NYPL, Series 8: Magazine Make Up: Copy & Source 1950-%R[µ0U
/REUDQR¶V QRWHVRQ&KHHYHU¶V³2K<RXWKDQG%HDXW\´¶-XQH 
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2. The price of the abandoned farm is six thousand dollars. 
3. Timmy is five years old. 
4. Mrs. Garrison would say bitch.45 
In each of the first three answers, Cheever provides The New Yorker with journalistic 
GHWDLOVDQGIDFWVDERXW WKHFKDUDFWHUVDQGWKHHQYLURQPHQWWKH\LQKDELW LQµ7KH&RPPRQ
'D\¶LQFOXGLQJWKHGXUDWLRQRIDFKDUDFWHU¶VYDFDWLRQWKHSULFHRIDIDUPDQGWKHDJHRI
another character. These types of queries were common at the magazine as the founding 
editor-in-chief, Harold W. Ross, was a former newspaper journalist who valued clarity and 
precision in writing. Ross especially disliked contributors omitting expected details from 
descriptions and scenes. In the version of µ7KH &RPPRQ 'D\¶ &KHHYHU RULJLQDOO\
submitted to The New Yorker, Jim and Ellen Brown, a married couple, view an abandoned 
farm but do not discuss its price. Ross would have queried this omission because it 
impaired the verisimilitude of the scene: most couples viewing a property with the 
intention of buying it would discuss its price. Thus, Cheever acknowledges this 
observation by suggesting a price for the farm.     
,QKLVIRXUWKDQVZHU&KHHYHUGHIHQGVKLVXVHRIWKHZRUGµELWFK¶LQµ7KH&RPPRQ
'D\¶E\LQVLVWLQJWKDWWKHFKDUDFWHURI0UV*DUULVRQ(OOHQ¶VZLGRZHGPRther, would use 
no other pejorative term to describe Enid Clark, an acquaintance who was struck dead by 
OLJKWQLQJ ,Qµ7KHRU\DQG3UDFWLFHRI(GLWLQJ$UWLFOHV IRU WKHNew Yorker¶ HGLWRU
and contributor, Wolcott Gibbs, explained that the magazine waVµOLEHUDODERXWH[SOHWLYHV¶
DQG WKDW µWKH RQO\ WHVW¶ IRU HGLWRUV ZDV µZKHWKHU RU QRW WKH\ DUH UHDOO\ HVVHQWLDO WR WKH
DXWKRU¶VHIIHFW¶.46 $OWKRXJK&KHHYHUDUJXHVWKDW0UV*DUULVRQVD\LQJµELWFK¶LVLQOLQHZLWK
                                                          
45
 New Yorker Records, NYPL, Fiction Correspondence, Box 445, fol. 12, Maxwell to Cheever, [n.d.] c. 
1947. 
46
 Wolcott Gibbs, Backward Ran Sentences: The Best of Wolcott Gibbs from The New Yorker, ed. by Thomas 
Vinciguerra (London: Bloomsbury, 2011), p. 650. 
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her characterisation in his story, it is evident that The New Yorker¶VHGLWRUVGLVDJUHHGZLWK
KLP+DYLQJGHVFULEHG0UV*DUULVRQDVµLPSXOVLYHJHQHURXVDQGYHU\NLQG¶LQWKHVWRU\
Cheever eventually conceded this point.47 ,QWKHSXEOLVKHGYHUVLRQRIµ7KH&RPPRQ'D\¶
Mrs. Garrison recalls Clark bHLQJµDQH[WUDRUGLQDULO\GLVDJUHHDEOHZRPDQ¶LQVWHDG 
'XULQJ WKH VSULQJ RI  D \HDU EHIRUH &KHHYHU VXEPLWWHG µ7KH 5HIRUPHG
+RXVHEUHDNHU¶ WR The New Yorker, Cheever sent a letter to Maxwell thanking him for 
FDOOLQJ WRGLVFXVV µ-XVW7HOO0H:KR ,W :DV¶ $SULODQRWKHURIKLV6KDG\+LOO
stories. Their conversation by telephone inspired Cheever to suggest four changes to the 
story in the letter. The suggestions as Cheever typed them no longer exist, having been cut 
out of the letter by an unidentified member of staff, perhaps to aid the correction of the 
VWRU\LQJDOOH\V)RUWXQDWHO\&KHHYHU¶V MXVWLILFDWLRQVIRU WKHFKDQJHVVXUYLYHDVGRHVWKH
original typescript of the story. Whereas the magazine initiated the query process on the 
retyped vHUVLRQ RI µ7KH &RPPRQ 'D\¶ LW ZDV &KHHYHU ZKR GLG VR RQ WKLV RFFDVLRQ
,QGHHGWKHPDQQHULQZKLFK&KHHYHUDQG0D[ZHOOQHJRWLDWHGWKHILUVWFKDQJHWRµ-XVW7HOO
0H:KR,W:DV¶UHYHDOVWKHH[WHQWWRZKLFKWKHTXHU\SURFHVVHPSRZHUHGFRQWULEXWRUV 
µ7KDQNVD JUHDWGHDOIRUFDOOLQJ\HVWHUGD\¶&KHHYHUZURWHWR0D[ZHOOµ,QWKLQNLQJ
back over the story it seems to me that the scene in the woods is not right; that green and 
VLOYHUJUHHQDQGVLOYHU LVQRW ULJKWDQG WKDW LWPLJKWJR OLNH WKLV >WH[WPLVVLQJ@¶.48 In the 
original typescript of the story, this scene involves Will Pym, a middle-aged vice-president 
of a rayon-blanket firm, stopping to carve the initials of himself and his younger wife, 
Maria, into a tree while out walking in the woods one autumn afternoon.49 Will intends the 
                                                          
47
 John &KHHYHUµ7KH&RPPRQ'D\¶LQThe Stories of John Cheever (London: Vintage, 1990), pp. 35-48 (p. 
42). Further references to the published version of this story are given in parentheses after quotations in the 
text. 
48
 New Yorker Records, NYPL, Fiction Correspondence, Box 727, fol. 3, John Cheever to William Maxwell, 
[n.d.] c. 1954. 
49
 Robert D. Farber University Archives & Special Collections Department, Brandeis University, John 
Cheever Literary Manuscripts, 1859-1963 (herewith Brandeis University, John Cheever Literary 
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DFWDVDQH[SUHVVLRQRIKLVORYHIRU0DULDµ,WZDV0DULD¶V\RXWKDQGEHDXW\WKDWKDGOHIW
KLVVHQVHVVRRSHQWKDWWKHHDUWKVHHPHGVSUHDGRXWEHIRUHKLVH\HV>«@,WZDVKHUFRPSDQ\
that made the old-man singing of the crows so fine tRKHDU¶&KHHYHUXQGHUPLQHV:LOO¶V
sentiment in the next paragraph by using free indirect speech to present the unspoken 
thoughts of Maria as she watches him carve their initials into the tree. Preoccupied with the 
logistics of her social life in Shady +LOO0DULDEHPRDQV:LOO¶V LPPDWXUHGLVSOD\ µ7KH\
ZHUHH[SHFWHGDWWKH7UHQFKHUVIRUFRFNWDLOVDQGWKLVFDUYLQJ>«@ZRXOGPDNHWKHPVRODWH
VKHZRXOGQ¶WKDYHWLPHWRSUHVVKHUUHGVKHZRXOGKDYHWRZHDUKHUJUHHQRUVLOYHU¶
After he finishes carvinJ :LOO HPEUDFHV 0DULD EXW LW GRHV QRW µFKDQJH KHU WUDLQ RI
WKRXJKW*UHHQRUVLOYHUVKHZRQGHUHGJUHHQRUVLOYHU¶ 
$IWHU UHFHLYLQJ &KHHYHU¶V OHWWHU 0D[ZHOO FURVVHG WKLV SDUDJUDSK RXW RQ WKH
W\SHVFULSWRIµ-XVW7HOO0H:KR,W:DV¶0D[ZHOOWKHn either sent the typescript back to 
Cheever in the mail so that he could revise it, or asked Cheever to mail him the change as a 
typed insert (it is not clear which, although the latter seems most likely, given the fact that 
Maxwell had not yet set the story into galleys). The typed insert follows page five in the 
typescript: it is an unnumbered blank sheet of yellow A4-sized paper with a piece of white 
paper affixed to it; a paragraph of eight lines is typed onto the white paper (see Figure 8). 
This paragraph is three lines shorter than the original paragraph on page five of the 
typescript and, in it, Maria is defined by her familial obligations as a wife and mother 
rather than by her youthfulness, which Cheever previously characterised as indecision 
about which dress to wear to a cocktail party. Maria remains cold and tired during the 
scene, but instead of wanting a drink, she is hungry and unable to decide whether to serve 
FROGFXWVRUODPEFKRSVWRKHUIDPLO\IRUVXSSHUµ:KHQWKH\JRWKRPHVKHZRXOGKDYe to 
                                                                                                                                                                               
Manuscripts, 1859-1963), Series 1: Short Stories 1935-1963, Box 2, fol. 38, µJust Tell Me Who It Was, 16 
$SULO ¶ SS -25 (p. 5). Further references to this version of the story are given in parentheses after 
quotations in the text. 
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cook their supper. Cold cuts or lamb chops, she wondered while she watched Will enclose 
WKHLULQLWLDOVLQWKHVKDSHRIDKHDUWDQGSLHUFHWKHRUJDQZLWKDQDUURZ¶.50  
By reversing their roles, and establishing an ironic parent-child dynamic between 
Maria and Will in the revised paragraph, Cheever makes Maria a more sympathetic 
character for the reader; in particular, the coupling of the image of a heart being pierced by 
an arrow and the image of two different cuts of meat is a macabre projection of MariD¶V
growing frustration towards the infantile Will. In this form, the scene contributes more 
IRUFHIXOO\WRWKHSV\FKRORJLFDODQGHPRWLRQDOLPSDFWRIµ-XVW7HOO0H:KR,W:DV¶7KLVLV
EHFDXVHWKHFRQIOLFWRIWKHVWRU\DULVHVRXWRI:LOO¶VORYLQJFRQGHVFHQVion towards Maria²
VSHFLILFDOO\KLVQHHGWRSURWHFWKHUµLQQRFHQFH¶LQWKHDGXOWHURXVFRPPXQLW\RI6KDG\+LOO
DQG KHU GHVLUH QRW µWR EH ORYHO\ DQG LQQRFHQW DOO WKH WLPH¶.51  Maxwell retained the 
paragraph in the published version of the story but made minor corrections. He changed 
µRUJDQ¶ WR µRXWOLQH¶ DQG FXW D UHSHWLWLRQ RI µFROG FXWV DQG ODPE FKRSV¶ SDWWHUQHG RQ WKH
UHSHWLWLRQ RI LWV IRUHEHDU µJUHHQ RU VLOYHU¶ .52  Given the allusion to butchery and 
murder, and The New Yorker¶V VHQVLWLYLW\ WR FDXVLQJ RIIHQVH WR LWV UHDGHUV LW LV QRW
VXUSULVLQJWKDW0D[ZHOOGLGQRWZDQW WKHDUURZWRSLHUFHDQµRUJDQ¶QRUIRUWKHUHWREHD
repetition of the phrDVH µFROG FXWV DQG ODPE FKRSV¶ µ2UJDQ¶ DOVR KDV VH[XDO RYHUWRQHV
suggesting male genitalia. In this original context, the piercing of the carved heart can be 
read as an act of self-emasculation on the part of Will. Consequently, it is clear that the 
neutering of this moment makes the scene appear more straightforwardly sentimental than 
Cheever originally intended it to be in the published version of the story.  
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 Brandeis University, John Cheever Literary Manuscripts, 1859-1963, Series 1: Short Stories, 1935-1963, 
Box 2, fol. 38, µ-XVW7HOO0H:KR,W:DV$SULO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,Q FRPSDULVRQ ZLWK µ-XVW 7HOO 0H:KR ,W :DV¶ WKH TXHU\ SURFHVV RQ WKH ZRUNLQJ
YDULW\SHSURRIRIµ7KH+RXVHEUHDNHUof Shad\+LOO¶DSSHDUVURXWLQH0embers of staff at 
The New Yorker, including Shawn and Maxwell, proposed nineteen queries on the proof 
IRU&KHHYHU¶VFRQVLGHUDWLRQDQGUHSO\1ROHWWHUVVXUYLYHLQWKH5HFRUGVLQZKLFK&KHHYHU
discusses these queries with Maxwell, yet tracking some of the changes between the 
ZRUNLQJ YDULW\SH SURRI DQG WKH SXEOLVKHG YHUVLRQ RI µ7KH +RXVHEUHDNHU RI 6KDG\ +LOO¶
provides a sense of how Cheever worked through The New Yorker¶V TXHULHV DERXW KLV
misspellings, choice of adjectives and verbs, offensive dialogue, repetition, verbosity, and 
phrasing during the late stage of the editing process.  
4XHULHVµ¶DQGµD¶DUHLQWHUUHODWHGDQGDSSHDURQSDJHRQHDQGILYHRIWKHworking 
varitype proof, respectively. The first of these queries is pencilled in the margin to the left 
RI WKHQDPH&KHHYHU VHOHFWHG IRU+DNH¶VZLIH IURP WKH VHFRQGGUDIWRQZDUGV µ0DWKLOGH
/HY\¶,Qµ7KH5HIRUPHG+RXVHEUHDNHU¶+DNH¶VZLIHLVQDPHG&KULVWLQD/HZLVDQGVKHLV
the impoverished daughter of a Unitarian minister. In the second draft of the story, Cheever 
renamed the character Mathilde Levy, and made her part of the same upper-middle-class 
1HZ<RUNPLOLHXDV+DNH0RVWRIWKHFRXSOHVLQ&KHHYHU¶VXUEDQDQGVXEXUEDQVWRULHVRI
the 1940s and 1950s share the same class origins, so this change is not surprising 
(especially not when Cheever also relocated the story from Bayard Manor to Shady Hill, 
the setting of a couple of his earlier suburban stories). It remains unclear why Cheever 
changed the name of the character between drafts though.   
 7KHVXUQDPHµ/HY\¶LV+HEUHZ in origin, which means that Cheever made Mathilde 
a Jewish charactHU IURP WKHVHFRQGGUDIWRI µ7KH+RXVHEUHDNHURI6KDG\+LOO¶ onwards. 
This change was not essential to the story, but it is plausibly a further, if slightly more 
oblique, reference to 7 6 (OLRW¶V SRHP µ*HURQWLRQ¶. Mathilde is initially and boldly 
portrayed by Hake as a goddess of efficient domesticity and motherhood in the second 
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GUDIWRI µ7KH+RXVHEUHDNHURI6KDG\+LOO¶, but in the paragraph Cheever added to page 
four +DNH H[SODLQV WKDW KH FDQQRW ERUURZ PRQH\ RII KLV PRWKHU EHFDXVH VKH µKDWed 
0DWKLOGH¶(4). Maxwell ignored both the change of name and the absence of motivation for 
+DNH¶VPRWKHU¶VKDWUHGRI0DWKLOGHZKHQKHHGLWHGWKe second draft of the story. Although 
Maxwell deemed further elaboration unnecessary in this instance, Cheever modified this 
SDUDJUDSKWRLQFOXGHDPRWLYDWLRQIRU+DNH¶VPRWKHU¶VKDWUHGRI0DWKLOGH,QWKHZRUNLQJ
YDULW\SHSURRIRIµ7KH+RXVHEUHDNHURI6KDG\+LOO¶, Hake reveals his mother to be anti-
6HPLWLFµ³I cRXOGQ¶WOLYHZLWKWKDW-HZHVV´ 7KDW¶VZKDWVKHZULWHV,VHQGKHUIORZHUVDQG
presents, and write her every week, but these attentions only seem to fortify her conviction 
that my marriage was a disDVWHUIRUKHUDQGIRUPH¶7KHPRWKHU¶Vline, µ³,FRXOGQ¶WOLYH
ZLWK WKDW -HZHVV´¶, suggests the anti-Semitic imDJH RI *HURQWLRQ¶V unnamed Jewish 
landlord  squatting on a window sill in (OLRW¶VSRHP. While +DNH¶VDGPLVVLRQVXJJHVWVD
marriage in which he cannot truly be happy, a state of alienation without independence 
which is similar to that which Gerontion, who relies on the Jewish landlord to house him 
in a property he can never own, experiences.  
An anonymous New Yorker HGLWRU SHQFLOOHG µD¶ LQ WKH PDUJLQ WR WKH OHIW RI WKLV
section of the third draft. It is plausible that The New Yorker would have reWDLQHG+DNH¶V
PRWKHU¶V derogatory statement had µ7KH+RXVHEUHDNHURI6KDG\+LOO¶dealt more directly 
with issues surrounding Jewish identity in postwar America. But the main character of 
µ7KH+RXVHEUHDNHURI6KDG\+LOO¶ was not Jewish and, irrespective of whether Maxwell 
and his colleagues appreciated this anti-Semitic remark as part of &KHHYHU¶V literary 
DOOXVLRQ WR µ*HURQWLRQ¶ or not, they excised it, presumably lest it offend New Yorker 
readers who had not read the poem. Although Cheever perhaps felt that his readers²a 
µSOHDVDQWDQG LQWHOOLJHQW¶VXEVHWRIThe New Yorker¶V UHDGHUVKLS²would understand and 
interpret the nuances of his literary allusion WRµ*HURQWLRQ¶, he assented to the cut, restoring 
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WKH SDUDJUDSK IURP WKH VHFRQG GUDIW RI µ7KH +RXVHEUHDNHU RI 6KDG\ +LOO¶ WR WKH JDOOH\
proof of the story shortly before its publication in The New Yorker.53   
7KH VHFRQG TXHU\ RQ WKH ZRUNLQJ YDULW\SH SURRI FRQFHUQHG WKH VHQWHQFH µ,¶YH
swung my cutlass in the salt-PDUVK 1HZ *XLHQD >VLF@ DQG WKH 3KLOOLSLQHV >VLF@¶  $
New Yorker HGLWRUFLUFOHGDQXPEHUµ¶LQWKHPDUJLQWRWKHOHIWRIWKLVVHQWHQFHEXWGLG
QRWPDNHDQµ[¶²WKHPDJD]LQH¶VPHWKRGRILQGLFDWLQJPLVVSHOOLQJVRQZRUNLQJYDULW\SH
proofs in the final stages of editing²DERYH µ1HZ*XLHQD¶RU µ3KLOOLSLQHV¶ QRUGLG WKH\
underline the sentence, or cross words out in it. The sentence as it appears in the working 
varitype proof is grammatically correct: Cheever uses the present perfect tense to describe 
an experience without expressing the specific period of time in which it occurred. Yet, at 
the same time, the action of the sentence²Hake swinging his cutlass in the coastal 
wetlands of New Guinea and the Philippines²is a specific memory: Hake serving in the 
United States Marine Corps during the Pacific War between 1942 and 1945. As the Pacific 
:DUHQGHG WHQ\HDUVSULRU WR WKHHYHQWVRI µ7KH+RXVHEUHDNHURI6KDG\+LOO¶ WKHHGLWRU
may have felt that the sentence should be written in the past tense so that it was clear to the 
reader that this action started and finished at a specific time in the past. Although, in its 
original form, this reminiscence conveys a sense of Hake living nostalgically with one foot 
in his recent past, Cheever appears to have cut it from the galley proof of the story and 
settled, instead, for the sentence, µ, Verved four years in the Navy¶ (329). Unlike its 
predecessor, this seemingly straightforward biographical detail is functional, rather than 
SV\FKRORJLFDOO\LOOXVWUDWLYHRI+DNH¶VFKDUDFWHU.  
4XHULHVµ¶µ¶DQGµ¶DGGUHVVPLVVSHOOLQJVLQWKHZRUNLQJYDULW\SHSURRI RIµ7KH
+RXVHEUHDNHURI6KDG\+LOO¶4XHU\µ¶ LVDERXWWKHZRUG µVKXSSODWWHO¶DPLVVSHOOLQJRI
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µVFKXKSODWWOHU¶DWUDGLWLRQDO*HUPDQIRONGDQFH7KHHGLWRUTXHULHGWKLVDQGFRUUHFWHGLW
RQWKHSURRI4XHU\µ¶UHODWHVWRWKHZRUGµ3RQWUHFLQR¶DQRWKHUPLVVSHOOLQJWKLVWLPHRI
µ3RQWUHVLQD¶3RQWUHVLQDLVD6Ziss mountain resort and spa town in the Southern Alps, 
and a popular holiday destination for the wealthy. Cheever includes Pontresina in a 
PRFNHU\ RI WKH :DUEXUWRQV¶ FRQYHUVDWLRQ ZKLFK +DNH DFFXVHV RI DOZD\V EHLQJ DERXW
PRQH\LQWKHSURRIµ7KHIORRURIWheir front hall was black-and-white marble from the old 
Ritz, and their cabanas at Sea Island were being winterized, and they were flying to 
Pontrecino [sic] for ten days, and buying a pair of saddle-KRUVHVDQGEXLOGLQJDQHZZLQJ¶
(4). The editor pencillHG DQ µ[¶ DERYH µ3RQWUHFLQR¶ EXW UDWKHU WKDQ FRUUHFW KLV VSHOOLQJ
Cheever elected to use the Swiss city of Davos in the published version of µ7KH
+RXVHEUHDNHURI6KDG\+LOO¶instead. There is no obvious reason for this change, although 
Davos was, at the time, the more famous ski resort. Accordingly, the make-up editors 
included an advertisement for Swiss-$LU DORQJVLGH µ7KH +RXVHEUHDNHU RI 6KDG\ +LOO¶
when it appeared in the 14 April 1956 issue of The New Yorker (see Figure 9). Finally, as 
RSSRVHGWRDPLVVSHOOLQJTXHU\µ¶DSSHDUVWRKLJKOLJKWDW\SRJUDSKLFDOHUURULQWKHOLQH
µ,¶YHEHHQKRPHVLFNIRUFRXQWLUHV>sic@,¶YHQHYHUVHHQDQGORQJHGWREHZKDW,FRXOGQ¶W
be¶8VLQJDSHQFLOWKHHGLWRULQGLFDWHGDUHYHUVDORIWKHOHWWHUVµU¶DQGµL¶LQWKHZRUG
It is unlikely that Maxwell troubled Cheever with this issue, however, as any typographical 
errors in a working varitype proof were corrected when the story was set into galleys. 
,WLVZRUWKQRWLQJWKDWTXHU\µ¶PD\ also refer to a piece of substitutive editing in 
the sentence featuring the typographical error. This is the sentence as it appears in the 
working varitype proof RIµ7KH+RXVHEUHDNHURI6KDG\+LOO¶ (the editorial additions are in 
italics): 
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I have experienced all kinds of foolish melancholy²,¶YHEHHQKRPHVLFNIRU
countires [sic@,¶YHQHYHUVHHQDQGORQJHGWREHZKDW,FRXOGQ¶WEH²but all 
these moods seemed were trivial in the face of compared to my premonition 
of Death. (6) 
7KHVXEVWLWXWLRQRIµVHHPHG¶DQG µLQWKHIDFHRI¶IRUµZHUH¶DQGµFRPSDUHGWR¶PDNHWKLV
VHQWHQFHPRUHFRQFLVH,QSDUWLFXODUWKHVKRUWHUSDUWLFLSOHSKUDVHµFRPSDUHGWR¶KHOSVWR
HPSKDVLVH+DNH¶VSUHPRQLWLRQRIGHDWKDSV\FKRORJLFDOO\LPSRUWDQWPRPHQWLQWKHVWRU\
LQZKLFK+DNH¶VDQ[iety about money mutates into a fear of death.  
The fifth query on the working varitype proof of the story prompted Cheever to 
UHFRQVLGHUKLVXVHRIWKHDGMHFWLYHµSHUIHFW¶LQDVHQWHQFHGHVFULELQJ&KULVWLQDµ6KHLVD
pretty woman in the prime of life, DQGKHULJQRUDQFHRIILQDQFLDOQHFHVVLW\LVSHUIHFW¶
$Q HGLWRU SHQFLOOHG D FURVV DERYH µSHUIHFW¶ RQ WKH SURRI 1R UHDVRQ IRU WKLV TXHU\ LV
specified on the working varitype proof or in the editorial correspondence in the Records, 
but one possible issuHWKHHGLWRUKDGZLWK&KHHYHU¶VXVHRIµSHUIHFW¶LQWKLVVHQWHQFHLVWKDW
instead of indicating the extent to which Christina is ignorant of financial necessity, it 
suggests her ignorance to be as desirable a quality as her physical beauty. This has the 
eIIHFWRIPDNLQJ+DNH¶VGHVFULSWLRQRI&KULVWLQDERDVWIXODQGFRQGHVFHQGLQJ$V&KHHYHU
attempted to make Hake a more sympathetic character from the second draft RI µ7KH
+RXVHEUHDNHURI6KDG\+LOO¶onwards, it is doubtful that this was his intended meaning. 
,QGHHG KH FKDQJHG µSHUIHFW¶ WR µFRPSOHWH¶ LQ WKH SXEOLVKHG YHUVLRQ RI WKH VWRU\ 
Although equal emphasis is still given to the two main clauses of the sentence in this 
YHUVLRQµFRPSOHWH¶GRHVQRWKDYHFRQQRWDWLRQVZLWKLGHDOLVHGSHUIHFWLRQ 
In all, Cheever responded to fifteen of the nineteen queries the magazine made about 
WKH ZRUNLQJ YDULW\SH SURRI RI µ7KH +RXVHEUHDNHU RI 6KDG\ +LOO¶ $OWKRXJK &KHHYHU
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sometimes found dealing with The New Yorker¶V IDFW-FKHFNHUV WR EH µPDGQHVV¶ KH
handled their queries with a mixture of patience and good humour on this occasion.54 This 
LVQRWVXUSULVLQJ+DYLQJVXEPLWWHGµ7KH5HIRUPHG+RXVHEUHDNHU¶XQGHUWKHWHUPVRIKLV
first-reading agreement and had it rejected, Cheever was under no economic pressure from 
the maJD]LQH WR DFFHSW LWV HGLWLQJRI µ7KH+RXVHEUHDNHURI6KDG\+LOO¶ DVKHZDV HLJKW
\HDUVHDUOLHUZKHQKHDFFHSWHGDQDGYDQFHSD\PHQWRQµ7RUFK6RQJ¶%XWKHZDVE\KLV
RZQ DGPLVVLRQ µGDPQHG QHDU EURNH¶ ZKLOH UHGUDIWLQJ µ7KH 5HIRUPHG +RXVHEUHDNHU¶
during the spring and summer of 1955.55 Financial need XQGRXEWHGO\LQIOXHQFHG&KHHYHU¶V
willingness to merge his creative intentions not just with those of Lobrano and Maxwell, 
but with those of The New Yorker¶VPRUHVSHFLDOLVHGHGLWRUVDVZHOO,QGHHGZLWK&KHHYHU 
UHOXFWDQWWRSXUVXHKLVWHVWHGVWUDWHJ\RIVHOOLQJµ7KH5HIRUPHG+RXVHEUHDNHU¶WRDQRWKHU
publication, the successful transformation of a rejection into a saleable story depended 
entirely on him being receptive to a creative collaboration with the magazine. 
:KHUHDVWKHSRVLWLYHWHQRURI&KHHYHU¶VFROODERUDWLRQZLWK0D[ZHOODQG/REUDQRRQ
µThe Reformed Housebreaker/7KH+RXVHEUHDNHURI6KDG\+LOO¶LV largely representative of 
WKH DXWKRU¶V H[SHULHQFH RISURGXFLQJ VKRUW VWRULHV IRU The New Yorker during the 1940s 
and 1950s, his simultaneous financial and artistic satisfaction with the finished story is 
something of an anomaly. While Cheever enjoyed a more equal and creatively stimulating 
editorial relationship with Maxwell in the 1950s than he did with Lobrano in the 1940s, 
most of the stories he produced for The New Yorker between 1935 and 1963 reflect, to 
varying degrees, the impact of authorial and editorial compromise on artistic and economic 
grounds. ,W LV WR &KHHYHU¶V FUHGLW KRZHYHU WKDW KH ZDV SUDJPDWLF enough, on the one 
hand, to expect this experience as the rule when it came to writing stories for The New 
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 New Yorker Records, NYPL, Series 3: Editorial Correspondence 1928-1980, Fiction Correspondence 
1952-1980, Box 791, fol. 24, Cheever to Maxwell, [n.d.] c. September 1962. 
55
 Cheever, The Journals, p. 47. 
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Yorker and, on the other hand, opportunistic enough to embrace more creatively 
collaborative situations as and when they arose.  
A different but related extreme WR WKH ODUJHO\ SRVLWLYH FROODERUDWLRQ RQ µ7KH
+RXVHEUHDNHU RI 6KDG\ +LOO¶ LQ  is MaxwHOO¶V HGLWLQJ RI µ7KH 6ZLPPHU¶ LQ 
Maxwell received the typescript of µ7KH 6ZLPPHU¶ WKH PRVW IDPRXV RI &KHHYHU¶V
suburban New Yorker stories, in early December 1963 and did little more than correct a 
few typos and substitute one word on the typescript during the editing process. The paucity 
of these changes contrasts sharply with the abundant and more influential changes that 
0D[ZHOO PDGH WR µThe RHIRUPHG +RXVHEUHDNHU¶ GXULQJ LWV WUDQVIRUPDWLRQ LQWR µThe 
+RXVHEUHDNHURI6KDG\ +LOO¶And yet far from indicating the esteem in which Maxwell 
KHOG µ7KH 6ZLPPHU¶ KLV ODFN RI LQWHQVH HGLWRULDO HQJDJHPHQW ZLWK WKH VWRU\ appears to 
have been a result of CheeYHU¶V FRQWUDFWXDO GLVSXWH ZLWK The New Yorker, which began 
shortly after the story was submitted to the magazine, and what Maxwell regarded from the 
ODWHVRQZDUGVDV&KHHYHU¶VRYHUXVHRI IDQWDV\ HOHPHQWV LQKLV VWRULHV.56 As a mere 
fiction editor, Maxwell was in no position to secure a better rate of pay for Cheever from 
The New Yorker DQGZKLOHKHDFNQRZOHGJHG WKDW&KHHYHU¶VPRUH µVXUUHDOLVWLFZRUN¶RI
the late 1950s and early 1960s was popular amongst readers, he refused, as a constant 
reader and adherent of Russian writers such as Anton Chekhov and Ivan Turgenev, to 
µIROORZ KLP WKHUH¶.57 7KH JUDGXDO ZLWKGUDZDO RI 0D[ZHOO¶V VXSSRUW IRU &KHHYHU¶V ZRUN
from the early 1960s through the mid-1960s destabilised the nurturing editorial 
environment that made creative collaboration between The New Yorker and Cheever 
possible in the 1940s DQG V 7KLV UDWKHU WKDQ &KHHYHU¶V FULWLFDO DQG FRPPHUFLDO
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 .D\%RQHWWLµ$Q,QWHUYLHZZLWK:LOOLDP0D[ZHOO¶The Missouri Review, 19 (1996), 79-98 (pp. 93-94). 
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success as a novelist, ultimately marked the dissolution of his working relationship with 
the magazine. 
Conclusion 
 
7KHVXEPLVVLRQRIµ7KH6ZLPPHU¶ WRThe New Yorker in December 1963 marked the 
HQGRI-RKQ&KHHYHU¶VDFWLYHFROODERUDWLRQZLWKWKHPDJD]LQH7KUHHPRQWKVEHIRUHWKH
story ran in the 18 July 1964 issue of The New Yorker, Evan Welling Thomas II, an 
HGLWRUDW+DUSHU	5RZGHVFULEHGµ7KH6ZLPPHU¶DVµRQHRI>WKHDXWKRU¶V@JUHDWHVW¶WR
sales representatives tasked with promoting The Brigadier and the Golf Widow (1964), 
the collection in which the story later appeared.1 7KRPDVZDVFRUUHFW LQVRIDU DV µ7KH
6ZLPPHU¶EHFDPH&KHHYHU¶VPRVWIDPRXVDQGPRVWDQWKRORJLsed story over the years 
that followed.  
Initially, though µ7KH6ZLPPHU¶ZDVD ILQDQFLDOVXFFHVV IRU&KHHYHU ,QHDUO\
August 1964, he sold the film rights of the story to the Academy-Award nominated 
film-making couple, Frank and Eleanor Perry. The combined earnings from this and the 
sale of the film rights to his Wapshot novels, also in 1964, enabled Cheever to become 
considerably less reliant on earning his living from writing stories at least through 1965, 
a year in which he did not sell a single story to magazines for the first time in his career. 
This hiatus would not have been possible without the editorial and financial support of 
The New Yorker. Between 1954 and 1962, the magazine published five excerpts from 
the in-progress Wapshot novels. And, in late 1962, &KHHYHU¶Veditor William Maxwell 
appears to have encouraged the author to continue working on a series of short stories 
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 New York, The Carter Burden Collection of American Literature, Pierpont Morgan Library, Department 
of LiteraU\DQG+LVWRULFDO0DQXVFULSWVµThe swimmer: mimeograph of a typescript story¶ Evan Thomas 
WRµ7KH6DOHVPHQ¶, 17 April 1964.  
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WKDWPRGHUQLVHGWKH5RPDQSRHW2YLG¶VUHWHOOLQJVRIDQFLHQW*Ueek myths, one of which 
would HYHQWXDOO\EHFRPHµ7KH6ZLPPHU¶.2       
Cheever renewed his first-reading agreement with The New Yorker annually until 
1982, but his relationship with the magazine was irrevocably damaged by the 
contractual dispute of 1963. There is evidence of this in the fact that, within weeks of 
his confrontation with The New Yorker over pay, Cheever employed the literary agent 
Candida Donadio to handle his administrative and financial affairs with the magazine, 
ZKLFKVKHGLGXQWLO0D[ZHOO¶VUHWLUHPHQWLQ&KHHYHU¶VHGLWRUV0D[ZHOODQGIURP
1976, Charles McGrath, also rejected all but two of his short stories and two novel 
excerpts between 1965 and 1981. Cheever sold the majority of The New Yorker¶V 
rejections, along with four novel excerpts, to Esquire and Playboy during this period. 
While these magazines lacked the prestige of The New Yorker, they were better-paying 
and possessed reputations for publishing innovative short fiction by commercially and 
critically successful American writers such as Joseph Heller, Norman Mailer, and Kurt 
Vonnegut with minimal editorial interference. The receptivity of these magazines and 
WKHLUUHDGHUVWR&KHHYHU¶VZULWLQJZHQWVRPHZD\WRZDUGVSURYLQJKLVWKHVLVcorrect that 
µWKHSHRSOHZKRUHDGP\ILFWLRQKDYHVWRSSHGUHDGLQJThe New Yorker¶. With The New 
Yorker relXFWDQW WR SXUFKDVH &KHHYHU¶V ZRUN WKLV µEUHDFK¶ ZKLFK KH KDG WHQWDWLYHO\
LPDJLQHGLQKLVMRXUQDOLQDSSHDUHGWREHµUHDO¶DQGILQDQFLDOO\SURILWDEOHLIQRW
HQWLUHO\µKDSS\¶E\WKHVHFRQGKDOIRIWKHV.3  
Up until this disagreement, however, it was The New Yorker, more so than any 
other publication in the American magazine marketplace, that provided Cheever with 
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 New York, New York Public Library, The New Yorker Records, Astor, Lenox, and Tilden Foundations 
(herewith New Yorker Records, NYPL), Series 3: Editorial Correspondence 1928-1980, Fiction 
Correspondence 1952-1980, Box 791, fol. 24, John Cheever to William Maxwell, [n.d.] c. September 
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3
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227 
 
the conditions to flourish creatively and subsist financially largely without non-literary 
employment between 1935 and 1964. There is little doubt that Cheever would have 
continued to write and publish short fiction in a variety of small-, mid-, and large-
circulation magazines after making his debut in The New Republic in 1930 if he had not, 
with the assistance of his early mentor, editor-writer Malcolm Cowley, and first literary 
agent, Maxim Lieber, sold two of his stories to The New Yorker in 1935. But the writer 
Cheever became, and the way he was perceived (and still is, for better or worse) by 
critics and readers alike, was shaped in part by the regular publication of his work in 
The New Yorker between 1935 and 1964.  
0RUHRYHU &KHHYHU¶V VKRUW VWRULHV LQ WKH IRUP LQ ZKLFK WKH\ DSSHDUHG LQ WKH
magazine and in his books, were typically the products of collaborations with Maxwell 
and Gustave S. Lobrano, rather than virtuoso performances of aesthetic technique that 
subverted the norms of New Yorker ILFWLRQ $OWKRXJK WKH PDJD]LQH¶s middlebrow 
literary ethos frustrated Cheever intermittently, he rarely fought against it as did some 
contributors. Rather, the sXUYLYLQJW\SHVFULSWVRI&KHHYHU¶s stories in the John Cheever 
Literary Manuscripts collection at Brandeis and the editorial and administrative 
correspondence in the New Yorker Records reveal that Cheever embraced it 
thematically and stylistically in much of the short fiction he produced for the magazine. 
And, even when he did not, as in the case of later work such as µ7KH 6ZLPPHU¶, a 
fabulist reinvigoration of the verisimilar New Yorker story that was purchased by the 
magazine DQG µ7KH -HZHOV RI WKH &DERWV¶ (Playboy, May 1972), a non-linear and 
digressive reminiscence about a treacherous New England family that was rejected, he 
still expected his editors at the New Yorker to reVSRQG IDYRXUDEO\ µI will give the 
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Cabots to Bill [Maxwell] and his enthusiasm will be boundless¶, Cheever wrote in a 
letter to Donadio shortly after finishing the story in 1971.4  
'UDZLQJRQ&KHHYHU¶s early career as an aspiring professional writer, and mostly 
unpublished authorial, editorial, and administrative archival materials in the Records 
and the John Cheever Literary Manuscripts, this thesis reframes and reconstructs the 
QDUUDWLYHRI&KHHYHU¶s experience of freelancing for magazines between 1930 and 1964. 
The predominantly archival and institutional approach of this thesis is motivated by the 
DEVHQFHRIWKRURXJKFULWLFDOHQJDJHPHQWZLWKWKHVHFROOHFWLRQVGXULQJ&KHHYHU¶VFDUHHU
and since his death in 1982. In particular, many critics and biographers have 
simultaneously celebrated the stories that Cheever produced for The New Yorker and 
derided the middlebrow literary ethos of the magazine they were calibrated specifically 
WR PHHW 7KH\ DOVR FLWH &KHHYHU¶s private complaints in journals and letters to 
colleagues, friends, family members, and others about his working relationship with The 
New Yorker over the course of his career as evidence of irreparable dysfunction between 
the two parties.  
Although Tamara Follini has recently reversed this trend by analysing some of the 
HGLWRULDOFRUUHVSRQGHQFHLQWKH5HFRUGVDQGVHYHUDORI&KHHYHU¶VNew Yorker stories in 
WKH FRQWH[WRI WKHPDJD]LQH¶V µGLVWUDFWLRQV¶ (such as its cartoons and advertisements), 
she still approaches the authRU¶V relationship with the magazine as a disruptive element 
in his career.5 6KH DOVR H[DPLQHV &KHHYHU¶s short fiction from the perspective of its 
reception rather than its production. In contrast, this thesis examines some of the 
motivational and financial factors involvHGLQWKHSURGXFWLRQRI&KHHYHU¶s short stories. 
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 John Cheever to Candida Donadio, [n.d.] c. June 1971, qtd. in Blake Bailey, Cheever: A Life (New 
York: Knopf, 2009), p. 446. 
5
 7DPDUD)ROOLQLµ7KH'LVWUDFWLRQVRI-RKQ&KHHYHU¶ in Writing for The New Yorker: Critical Essays on 
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It dePRQVWUDWHV WKDW PDQ\ RI &KHHYHU¶s stories, whether they were written for little 
magazines, The New Yorker, or other mainstream publications, were influenced not only 
by his personal experiences and interests, but also by the interpersonal and institutional 
relationships he established with editors and magazines.  
The most enduring of these relationships were undoubtedly formed with editors 
Maxwell and Lobrano, and their employer, The New Yorker. Yet the aim of each 
chapter in this thesis is to contribute a new perspective to our understanding of 
&KHHYHU¶VGXDOFDUHHUDVDSURIHVVLRQDOZULWHUDQGOLWHUDU\DUWLVWERWKEHIRUHDQGDIWHUKH
began selling his work to The New Yorker. To this end, Chapter One of this thesis 
demonstrates the speed with which the young Cheever, who was frequently 
characterised as a struggling artist by biographers and critics, adapted to the literary 
requirements of small-circulation little magazines following The New Republic's 
rejection of his wRUNLQWKHHDUO\V&KHHYHU¶s ability to produce short stories that 
appealed to avant-garde and communist little magazines between 1930 and 1932 not 
only reveals his artistic versatility, but also the burgeoning of the professional 
pragmatism he displayed as a New Yorker writer throughout the 1940s and 1950s. 
Chapter Two provides DQRYHUYLHZRI&KHHYHU¶s professionalisation between 1930 and 
1964 that disputes the critical consensus of him as an artistic and financial victim of the 
magazine marketplace. Professional writing is theorised aV D µJDPH¶ in Chapter Two 
that authors play according to their financial resources, available time, and other 
commitments. Chapter Two argues that Cheever was a highly adaptive player of the 
literary game who, from 1930 onwards, networked to enhance his opportunities for 
magazine publication, calibrated short fiction for a diverse array of titles, and 
understood all aspects of his financial dealings within the marketplace.  
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Chapters Three and Four use case studies of The New Yorker¶V HGLWLQJ RI
&KHHYHU¶s short story typescripts to counter the enduring assumption amongst some 
critics that it is best to re-evaluate his New Yorker stories apart from the magazine. 
Critics cite The New Yorker¶s association with middlebrow cuOWXUH DQG &KHHYHU¶s 
financial frustrations with freelancing, which he recorded in his journals, as 
justifications for this. Chapter Three contends thaWWKHILQDOYHUVLRQRIµ7RUFK6RQJ¶ (4 
October 1947), a supernatural story set in postwar New York City that critics regard as 
both an artistic breakthrough for Cheever and a subversion of the typical 1940s ³New 
Yorker VWRU\´ ZDV simultaneously influenced and compromised E\ /REUDQR¶s 
journalistically-minded editing. On the one hand, Lobrano¶V lengthy excisions and 
succinct additions of narrative and descriptive prose exacerbated effectively the 
relationship between careful realism and underlying horror (Death refigured as a shop-
girl) in µ7RUFK6RQJ¶2QWKHRWKHUKDQG/REUDQR¶VHGLWLQJ, which was conducted in the 
NQRZOHGJHWKDW&KHHYHUKDGWDNHQDQDGYDQFHSD\PHQWIRUµ7RUFK6RQJ¶DQGFRXOGQRW
WKHUHIRUH QHFHVVDULO\ FRQWHVW DOO RI WKH HGLWRU¶V FKDQJHV DQG DGGLWLRQV obfuscated 
DVSHFWVRIWKHDXWKRU¶VRULJLQDOLQWHQWLRQIRUWKHVWRU\  
Similarly, Chapter Four analyses the authorial, editorial, and institutional 
intentions on display iQWKHIRXUVXUYLYLQJGUDIWVRIµ7KH+RXVHEUHDNHURI6KDG\+LOO¶ 
(14 April 1956). The revision of this story, which was initially rejected by The New 
Yorker, was authorised by Lobrano and overseen by Maxwell. Unlike Lobrano, 
Maxwell was a published novelist and occasional contributor of short stories to the 
magazine, and he frequently offered Cheever technical advice on how to improve his 
work. ,QWKHFDVHRIµ7KH+RXVHEUHDNHURI6KDG\+LOO¶0D[ZHOOencouraged Cheever to 
rewrite the story in the first-person limited, as opposed to the combination of third-
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person omniscient and third-person limited the latter typically employed in his New 
Yorker fiction during the 1950s.6 This was unusual insofar as The New Yorker preferred 
contributors to avoid using the first-person narrative mode in their short fiction 
throughout the 1940s and 1950s OHVWWKH\FRQIXVHWKHPDJD]LQH¶s readers into thinking 
they were reading non-fiction reminiscence 7KDW &KHHYHU IROORZHG 0D[ZHOO¶s 
instruction, and incorporated the majority of his further suggestions and corrections into 
WKH ILQDO YHUVLRQ RI µ7KH +RXVHEUHDNHU RI 6KDG\ +LOO¶, is representative of how 
creatively intuitive and supportive Cheever found The New Yorker¶s editorial practices 
to be.   
The archival approach of this thesis has not been without its methodological 
limitations, however. The criteria for selection of the short stories examined in this 
thesis are deliberately narrow in focus for two reasons. First, the story selection was 
intended to be stylistically and thematically representative of the work Cheever 
produced for magazines during the 1930s, 1940s, and 1950s, respectively. Although 
Cheever produced stories in a variety of genres throughout his career, including war and 
romance, the majority of his work featured middle-class protagonists and was set in and 
DURXQG 1RUWKHDVWHUQ XUEDQ VXEXUEDQ DQG H[XUEDQ HQYLURQPHQWV µ)DOO 5LYHU¶
published in 1931, UHIOHFWV&KHHYHU¶V HDUO\SUHRFFXSDWLRQZLWK OLWHUDU\ PRGHUQLVPRQ
the one hand, and the psychological intersection between the working- and middle-class 
experience of Depression-HUDOLIHLQ1HZ(QJODQGRQWKHRWKHUGXULQJWKHVµ7RUFK
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 Bizarrely, New Yorker editor-in-chief Harold W. Ross and influential fiction editor Katharine S. White 
felt that the average reader of the magazine best understood that a story was fictional when it was written 
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DXWKRUµ0\QDPHLV-RKQQ\+DNH¶WKHRSHQLQJVHQWHQFHRIµ7KH+RXVHEUHDNHURI6KDG\+LOO¶VXFFHHGV
in this respect. New Yorker Records, NYPL, Series 3: Editorial Correspondence 1928-1980, General 
Correspondence 1928-1951, Box 438, fol. 5, Katharine S. White to Frances Gray Patton, 7 November 
-RKQ&KHHYHUµ7KH+RXVHEUHDNHURI6KDG\+LOO¶The New Yorker, 14 April 1956, pp. 42-71, repr. 
in The Stories of John Cheever (London: Vintage, 1990), pp. 329-50.   
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6RQJ¶SXEOLVKHd in 1947, is a work of urban realism that explores the lives of middle-
FODVV1HZ<RUNHUVLQWKHSRVWZDUFLW\µ7KH+RXVHEUHDNHURI6KDG\+LOO¶SXEOLVKHGLQ
1956, is an example of the transgressive and satirical suburban New Yorker story form 
with which Cheever became synonymous from the mid-1950s onwards. Also implicit in 
this VHOHFWLRQ LV D VHQVHRI&KHHYHU¶s early pre-New Yorker stories being thematically 
continuous with his later work in the way that they, too, focus on the experience of 
working- and middle-class Americans in urban and suburban environments.7     
Second, the criteria for short story selection in this thesis was also influenced by 
the use of a historicised close reading practice that was reliant on the availability and 
content of unpubliVKHG HGLWRULDO DQG DUFKLYDO PDWHULDOV UHODWLQJ WR &KHHYHU¶V New 
Yorker stories in the Records and the John Cheever Literary Manuscripts. In the case of 
Chapter Three, for example, editorial correspondence in the Records between Cheever 
and Maxwell FRQFHUQLQJKLVDGYDQFHSD\PHQWIRUµ7RUFK6RQJ¶DVZHOODV Cheever and 
Lobrano regarding the disappointing public reaction to the story, provides a compelling 
OHQVWKURXJKZKLFKWRH[DPLQHWKHDJJUHVVLYHO\UHYLVHGW\SHVFULSWRIµ7RUFK6RQJ¶DQG
interrogate criticism that identifies it as a self-UHIOH[LYHVXEYHUVLRQRI WKHV³New 
Yorker VWRU\´ While in the case of Chapter Four, the combination of a letter from 
Maxwell instructing Cheever (on behalf of Lobrano) to revise the rejected first draft of 
µ7KH +RXVHEUHDNHURI6KDG\+LOO¶ allows for a comprehensive analysis of the way in 
which authorial, editorial, and institutional intentions were synthesised in a typical New 
Yorker story.  
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 By the early 1970s, Cheever appears to have become bored with these themes and their accompanying 
settings in his work. Bailey suggests that Cheever began teaching creative writing to inmates at Sing Sing 
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There are, in fact, many other short story typescripts, ranging from 1940s New 
Yorker VWRULHVVXFKDVµ7RPRUURZLVD%HDXWLIXO'D\¶$XJXVWDQGµ2&LW\RI
%URNHQ'UHDPV¶-DQXDU\ WRV6KDG\+LOOVWRULHVVXFKDVµ7KH&RXQWU\
+XVEDQG¶1RYHPEHUDQGµ7KH7URXEOHRI0DUFLH)OLQW¶1RYHPEHU
that feature substantial amounts of editorial substitutions, excisions, and additions 
(typically by Maxwell). The problem, however, is that there is significantly less 
editorial and administrative correspondence concerning justifications for, and reactions 
to, the revision of these typescripts. Typescripts lacking in this supporting archival 
material can and should, in future studies, certainly be analysed comparatively 
DORQJVLGH WKHLUSXEOLVKHGYHUVLRQV WR IXUWKHU LOOXVWUDWH&KHHYHU¶VDSSURDFK to revision, 
some of the concessions and contributions that he made to The New Yorker¶V OLWHUDU\
ethos, and the trust he placed in the professional judgment of his editors at the 
magazine. But, at least in the methodological context of this thesis, the absence of 
corroborating editorial and administrative archival materials causes close readings of 
these editorially annotated short story typescripts to be inadequately historicised. 
A similar issue prevents a detailed examination RIµ7KH6ZLPPHU¶ in this thesis. 
On the one hand, there is HQRXJKHYLGHQFHLQERWK&KHHYHU¶s journals and some of the 
correspondence in the Records to identify some of the difficulties he experienced during 
the composition of the story. By the summer of 1962, Cheever was frustrated with 
µ>PDNLQJ] his living writing stories about the country-FOXE VHW¶ IRU The New Yorker, 
struggling to finish his second novel, and losing his battle against alcoholism.8 He was 
DOVR IDLOLQJ WR JHQHUDWH QHZ LGHDV IRU VKRUW VWRULHV µ,W VHHPV WKDt I must write some 
stories¶, he lamented in a letter to Maxwell in eitheU$XJXVWRU6HSWHPEHURIµbut 
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most forms of the story seem to me, related to what one knows of life REVROHWH¶.9 
Cheever asked Maxwell for advice, knowing that his editor had become increasingly 
critical of submissions that contained fantasy elements and unfolded as voice rather than 
narrative prose. Recalling that the magaziQHKDGSXUFKDVHGµ0HWDPRUSKRVHV¶ (The New 
Yorker, 2 March 1963), three modern revisions of the Greek myths of Actaeon, 
Orpheus, and Echo, from him, he asked if his editor thought he should produce some 
PRUH ZRUN LQ WKLV YHLQ µ, GRQ¶W VHHP WR EH DEOH WR GR WKH REYLRXV 9HQXV DQG
1DUFLVVXV¶&KHHYHUFRPSODLQHGEHIRUHMRNLQJWKDWZKHQKHODVWVDZ1DUFLVVXVKHZDV
µGULYLQJ D ERWWOH-gUHHQ /DQFLD FRQYHUWLEOH GRZQ URXWH ¶ D KLJKZD\ LQ :HVWFKHVWHU
New York).10  Indeed, it is likely that µ7KH 6ZLPPHU¶ evolved from this dialogue 
between Cheever and Maxwell in 1962. 
On the other hand, archival, biographical, and critical materials concerning the 
writing and editing of µ7KH 6ZLPPHU¶ are too fragmented to support a historicised 
analysis of its composition and revision. In his 2009 biography, Blake Bailey cites 
interviews in which Cheever discussed ZULWLQJ HQRXJK PDWHULDO IRU D µSHUIHFWO\ JRRG
novel¶ before condensing it down to the length of a short story but offers no evidence 
that alternative versions of the story survive.11  In addition, &KHHYHU PHQWLRQV µ7KH
6ZLPPHU¶ only sporadically in his journals. Shortly after starting to write the story in 
the autumn of 1963, Cheever questioned the compatibility of the image and activity of a 
swimmer with the static figure of Narcissus as he appears in myth: stretched out on the 
grass near the edge of the fountain, and transfixed by the vision of his refOHFWHGIRUPµIt 
is natural and fitting that a man VKRXOGLQVRPHZD\ORYHKLPVHOI¶ UHDVRQHG&KHHYHU
                                                          
9
 New Yorker Records, NYPL, Fiction Correspondence, Box 791, fol. 24, John Cheever to William 
Maxwell, [n.d.] c. September 1962. 
10
 New Yorker Records, NYPL, Fiction Correspondence, Box 791, fol. 24, Cheever to Maxwell, [n.d.] c. 
September 1962. 
11
 Cheever qtd. in Bailey, Cheever: A Life, p. 316. 
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µSo it is natural and fitting that the roof leDNV EXW LW LV KDUGO\ XQLYHUVDO¶.12  Later, 
contemplating how to create the effect of the seasons changing in an afternoon in the 
VWRU\&KHHYHUZURWH µMight the seasons change? Might the leaves turn and begin to 
IDOO" >«@ 2QH GRHV QRW JURZ ROG LQ WKH VSDFH RI DQ DIWHUQRRQ 2K ZHOO NLFN LW
arounG¶.13 There is no archival evidence that Cheever worked through some of these 
issues with Maxwell at any stage of the writing or editing process. The typescript of 
µ7KH 6ZLPPHU¶ also features just one editorial substitution²0D[ZHOO UHSODFHG µILQH¶ 
ZLWK µSDOH¶ LQ WKHGHVFULSWLRQRI WKH:HVWHUKD]\V¶SRRO µ7KHSRRO IHGE\ an artesian 
well with a high iron content, was a pale >P\ LWDOLFV@ VKDGH RI JUHHQ¶²and a few 
corrected typos.14  The absence of more editorial annotation suggests that either the 
magazine ran the story as Cheever intended it, or that the typescript is not a working 
YDULW\SHSURRIEXWDQDXWKRU¶s proof, a penultimate version of a New Yorker story that 
incorporates authorial and editorial revision, copy editing, and fact checking. 0D[ZHOO¶s 
reticence towards literDU\H[SHULPHQWDWLRQDQG&KHHYHU¶s dispute with The New Yorker 
over pay are, however, uncertain factors in either of these conclusions.         
More broadly, what this thesis has not done and cannot do is to ascribe the 
GHYHORSPHQW RI &KHHYHU¶V FDUHHU DQG UHSXWDWLRQ ZKROO\ WR WKH LQIOXHQFH RI The New 
Yorker and the magazine marketplace. Even for an author who made writing short 
stories his primary source of income between the mid-1940s and mid-1960s, there were 
too many influences and pressures on Cheever during his career to say that he was 
formed by one relationship, not least his experience as a novelist. As much as Cheever 
appeared to improve annually as a short story writer with the assistance of Maxwell and 
                                                          
12
 Cheever, The Journals, p. 187. 
13
 Cheever, pp. 187-88. 
14
 Robert D. Farber University Archives & Special Collections Department, Brandeis University, John 
Cheever Literary Manuscripts, 1859-1963, Series 1: Short Stories 1935-1963, Box 2, fol. 35, µ7KH
6ZLPPHU¶pp. 1-15 (p. 1). 
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Lobrano during the first three decades of his career, he remained an uncertain novelist 
well into the 1960s. Cowley urged Cheever to produce a novel in the early 1930s but the 
result KDG EHHQ D FRXSOH RI µVHSDUDWH¶ FKDSWHUV WKDW µFDPH WR D GHDG HQG¶.15 Bailey 
suggests, not incorrectly, this was a problem that Cheever would struggle with for the 
next twenty-ILYH\HDUVµDQGDUJXDEO\QHYHUUHVROYH¶.16  
2QHUHDVRQIRU&KHHYHU¶VGLIILFXOWLHVZLWKWKHQRYHOIRUPthat is not argued in this 
thesis is the pressure on American novelists from high- and middlebrow critics to 
produce works of art rather than entertainment following the end of the Second World 
War. The late 1940s and early 1950s, the period during which Cheever was working on 
his debut novel The Wapshot Chronicle ZDVDV0DUN*UHLIREVHUYHVµDQHUDRI
excitement and almost desperate expectations for individual novelists (with the near 
UHOLJLRXVEHOLHI LQ WKHQRYHO¶VRIILFH FRXSOHG ZLWKXQUHPLWWLQJSHVVLPLVPDERXWQHZ
QRYHOV DV D JURXS¶.17 What is implicit in this thesis FRQFHUQLQJ &KHHYHU¶V VWUXJJOH WR
produce novels is that he felt the pressure of competition from the authors of some of 
these new novels, such as Saul Bellow and Norman Mailer (both of whom he admired), 
as well as from popular contributors to The New Yorker who were also having their 
novels published to critical and comPHUFLDODFFODLPVXFKDV-RKQ2¶Hara in the 1930s 
and 1940s, and John Updike in the 1960s.        
What this thesis contends more explicitly, however, is that Cheever invested in the 
literary game as a short story writer in the 1940s at an artistic loss. As Cheever was not 
in a financial position to stop producing short stories for The New Yorker until the late 
1950s, he could not afford the luxury of leaving the game for some amount of time to 
                                                          
15
 Malcolm Cowley qtd. in Bailey, Cheever: A Life, p. 59. 
16
 Bailey, p. 59.   
17
 Mark Greif, The Age of the Crisis of Man: Thought and Fiction in America, 1933-1973 (New Jersey: 
Princeton University Press, 2015), p. 114. 
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hone his craft as a novelist. Editorial correspondence in the Records suggests that 
&KHHYHU¶V UHODWLRQVKLS ZLWK The New Yorker exerted both a positive and negative 
impact on his progress as a novelist during the 1950s and 1960s. In 1955, and with work 
once again stalled on The Wapshot Chronicle, Cheever wrote two chapters of Leander 
:DSVKRW¶VMRXUQDOV, the bulk of which was adapted verbatim from his IDWKHU¶VMRXUQDOV
DQGSDVVHGWKHPRQWR0D[ZHOOµKRSLQJIRUDOLWWOHIHHGEDFNDWEHVW¶H[SODLQV%DLOH\.18 
Enamoured of the narrative voice thaW &KHHYHU KDG FUHDWHG IURP KLV IDWKHU¶V
descriptions of life in late nineteenth-century New England, Maxwell purchased the 
chapters and published them in The New Yorker¶VLVVXHRI)HEUXDU\XQGHUWKH
WLWOHRIµ7KH-RXUQDORIDQ2OG*HQW¶ 
This is an example of Maxwell acting as both editor and confidant insofar as he 
provided Cheever with money and confidence enough to continue writing his debut 
novel. But, at other times during their relationship, and as stated in Chapter Two, 
Maxwell put financial pressure on Cheever to submit chapters or stories embedded in 
the manuscripts of his novels in order to attain bonus payments.19 This practice was 
responsible for the publication of four excerpts from The Wapshot Scandal (1963) in 
The New Yorker between 1959 and 1962. Despite being a creatively helpful and 
profitable decision to sell these excerpts to the magazine, the appearance of large 
portions of The Wapshot Scandal in The New Yorker undoubtedly consolidated the 
critical perception of Cheever in the 1960s as a short story writer who produced 
episodic novels that did not always hold together tonally or temporally.  
Subsequently, and perhaps ironically, in the 1980s, critics such as Robert A. 
Morace and Wayne Stengel DWWHPSWHGWRUHKDELOLWDWH&KHHYHU¶VUHSXWDWLRQDVDQRYHOLVW
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 Bailey, Cheever: A Life, p. 216. 
19
 New Yorker Records, NYPL, Fiction Correspondence, Box 791, fol. 24, Maxwell to Cheever, 13 June 
1962.  
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by identifying experimental similarities in terms of his approach to writing both short 
stories and novels. Despite this intervention, no critics have yet examined &KHHYHU¶V 
approach to, and experience of, editorial collaboration with the publishers of his short 
story collections and novels, Harper & Brothers (Harper & Row from 1962) and Alfred 
A. Knopf. Although this is excluded from the scope of this thesis because of its focus on 
short stories and magazines, it is worth noting that anecdotal and archival evidence 
LQGLFDWHV WKDW &KHHYHU¶V HGLWRULDO UHODWLRQVKLS ZLWK +DUSHU 	 %URWKHUV5RZ EHWZHHQ
1955 and 1968 was as artistically influential as the one he experienced with The New 
Yorker during the same period. )RUH[DPSOH%DLOH\REVHUYHV WKDW&KHHYHU¶s editor at 
Harper %URWKHUV5RZ )UDQFHV /LQGOH\ µlaboured extensively over The Wapshot 
Scandal¶Eetween 1959 and 1963.20 Lindley rHFDOOVVXSSO\LQJ&KHHYHUZLWKµpage after 
page of ruled paper with comments and queries¶; without her efforts, conceded Cheever, 
WKH QRYHO µwould have withered and died unknown¶.21 Lindley's handwritten notes on 
The Wapshot Scandal do not appear to be available in any archival collections. But, 
fortunately, early drafts of the novel are collected in the John Cheever Literary 
Manuscripts alongside finDO FRUUHFWHG GUDIWV DQG SULQWHU¶s proofs. A future study of 
&KHHYHU¶s disposition towards revision and editing as a novelist is certainly warranted, 
both given the findings of this thesis and his tumultuous personal experience of writing 
novels; the archival material relating to The Wapshot Scandal in the John Cheever 
Literary Manuscripts makes such a project viable. 
Ultimately, this thesis provides a partial corrective to the pathology ascribed to 
Cheever in works authored and authorised by his family since his death in 1982, 
including Home Before Dark: A Biographical Memoir of John Cheever by His 
                                                          
20
 Bailey, Cheever: A Life, p. 408. 
21
 Francis Lindley qtd. in Bailey, p. 408; John Cheever to Francis Lindley, 17 September 1968, qtd. in 
Bailey, p. 408.   
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Daughter (1984), %HQMDPLQ&KHHYHU¶VThe Letters of John Cheever (1989), Robert A. 
*RWWOLHE¶VThe Journals of John Cheever (1990), and %DLOH\¶V Cheever: A Life (2009). 
Although these biographical works are indispensable resources, they invariably 
emphasise issues concerning &KHHYHU¶V UHSUHVVHG ELVH[XDOLW\ DOFRKROLVP VWDWXV DQG
financial anxiety, and contempt for the magazine marketplace in their analyses of his 
work and reputation. This thesis demonstrates some of the ways in which reframing 
&KHHYHU¶V OLWHUDU\ DFWLYLW\ DQG SURGXFWLRQ WKURXJK DQ LQVWLWXWLRQDO OHQV DQG XVLQJ WKH
existing biographical material more selectively and objectively in service of this 
approach, allows us to re-HYDOXDWH &KHHYHU¶V OLWHUDU\ DFWLYLW\ DQG SURGXFWLRQ ERWK
creatively and professionally. While this thesis accepts that issues of sexuality, 
alcoholism, anGSURIHVVLRQDO IUXVWUDWLRQDUH LQWULQVLFDVSHFWVRI&KHHYHU¶VDUWLVWU\DQG
HQJDJHV ZLWK WKHP ZKHUH QHFHVVDU\ WKH\ VKRXOG QRW REVFXUH &KHHYHU¶V ZRUN RU
reputation.  
$FFRUGLQJO\WKLVWKHVLVDYRLGVURPDQWLFLVLQJ&KHHYHU¶VPLVHU\DQGIRUHJURXQGV
instead his literary creativity and professionalism within the magazine marketplace. 
Archival materials in the New Yorker Records and the John Cheever Literary 
Manuscripts, whether examined in isolation or alongside existing biographical works, 
suggest that Cheever was a financially cognisant and creatively engaged contributor of 
fiction to the New Yorker and other magazines between 1930 and 1964. Perhaps most 
crucially of all, the archival materials reveal the important roles that mentoring, editing, 
DQGUHYLVLRQSOD\HGLQ&KHHYHU¶V writing process, especially at The New Yorker, where 
he clearly depended on editors such as Maxwell and Lobrano to shape many of his 
stories for publication. Contributing regularly to The New Yorker throughout the 1940s 
DQG V XQGRXEWHGO\ DFFHOHUDWHG &KHHYHU¶V OLWHUDU\ GHYHORSPHQW DQG HDUQHG KLP D
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national readership for his ZRUN <HW DV &KHHYHU¶V QXPHURXV FROODERUDWLRQV ZLWK WKH
magazine attest, his association with The New Yorker was about more than just raising 
his literary profile: after all, he could have achieved this by publishing his work in other 
large-circulation titles without editorial interference and for more money. For Cheever, 
collaboration with The New Yorker throughout the 1940s and 1950s was, above all, and 
in the face of personal issues and professional frustrations with the novel form, a 
reassuring and rewarding creative constant that enabled him to reconcile his art with the 
commerce of the magazine marketplace. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
241 
 
 
Appendix 
 
 
)LJXUHµ$HULDO9LHZ/RRNLQJ1RUWK¶>QG@.HHOH\/LEUDU\± Fall River Local Slides, 
<http://www.sailsinc.org> [accessed 29 September 2014] 
 
 
242 
 
)LJXUHµ8QLWDULDQ&KXUFK¶>QG@.HHOH\/LEUDU\± Fall River Local Slides, 
<http://www.sailsinc.org> [accessed 29 September 2014] 
 
 
)LJXUHµ/LJKWKRXVHLQ)DOO5LYHU+DUERU¶>QG@.HHOH\/LEUDU\± Fall River Local 
Slides, <http://www.sailsinc.org> [accessed 29 September 2014] 
 
 
 
 
 
 
 
 
 
 
 
243 
 
 
 
Figure 4. The two images originally presented here, UHSURGXFWLRQVRI&KHHYHU¶VVKRUW
VWRU\µ%XIIDOR¶DVLWRULJLQDOO\DSSHDUHGLQWKHSDJHVRI7KH New Yorker¶VLVVXHRI
June 1935, cannot be made freely available because of copyright. The images were 
sourced at newyorker.com using my paid subscription to The New Yorker.   
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ONE FULL PAGE PAYS 
 
 
 
 
 
TWO FULL PAGES PAY 
 
 
 
 
 
***SINGLE PAGE  
OF TEXT PAYS 
Rate *Art *Text 
 
Rate **Art **Text 
   
AAA 
 
$ 365.00 
 
AAA 
 
$ 575.00 
  
$ 180.00 
AA 
 
$ 310.00 
 
AA 
 
$ 490.00 
  
$ 155.00 
A $ 182.00 $ 260.00 
 
A $ 336.00 $ 410.00 
  
$ 130.00 
B $ 165.00 $ 210.00 
 
B $ 305.00 $ 330.00 
  
$ 105.00 
C $ 149.00 $ 155.00 
 
C $ 275.00 $ 245.00 
  
$   80.00 
D $ 132.00 $ 105.00 
 
D $ 244.00 $ 165.00 
  
$   50.00 
          
*1 page of art figured at 70 sq. in. (7x10") 
*1 page of text equals 1298 words -- 1 page of 3 cols, each 10-1/8" long, 2" wide (fig to nearest $5) 
**2 pages of art figured at 140 sq. Inches 
**2 pages of text figured at 2597 words 
***Single page of text (1298 words) figured at word rate paid for over 1500 words 
          
 
1st 1500 words 
 
Above 1500 words 
    
 
AAA $    0.28 
 
AAA $    0.14 
    
 
AA $    0.24 
 
AA $    0.12 
    
 
A $    0.20 
 
A $    0.10 
    
 
B $    0.16 
 
B $    0.08 
    
 
C $    0.12 
 
C $    0.06 
    
 
D $    0.08 
 
D $    0.04 
     
Figure 5. A comparative study of prices paid by The New Yorker for art and text for one 
full page, and for two full pages. New Yorker Records, NYPL, Harold Ross General 
Papers 1917, 1924-1957, Box 35, fol. 1,Thomas M. Brassel to Harold W. Ross, 29 
March 1944. 
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Figure 6. The image originally presented here, SDJHHLJKWRIWKHW\SHVFULSWRI&KHHYHU¶V
VKRUW VWRU\ µ7RUFK 6RQJ¶ cannot be made freely available because of copyright. The 
image was sourced amongst the John Cheever Literary Manuscripts 1859-1963, Series 
1: Short Stories, 1935-1963, at Brandeis University in Waltham, Massachusetts.  
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The image originally presented here, page nine RI WKH W\SHVFULSW RI &KHHYHU¶V VKRUW
VWRU\ µ7RUFK6RQJ¶FDQQRWEHPDGH IUHHO\DYDLODEOHEHFDXVHRIFRS\ULJKW7KH LPDJH
was sourced amongst the John Cheever Literary Manuscripts 1859-1963, Series 1: 
Short Stories, 1935-1963, at Brandeis University in Waltham, Massachusetts.  
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The image originally presented here, page RI WKH W\SHVFULSW RI &KHHYHU¶V VKRUW VWRU\
µ7RUFK 6RQJ¶ FDQQRW EH PDGH IUHHO\ DYDLODEOH EHFDXVH RI FRS\ULJKW 7KH LPDJH ZDV
sourced amongst the John Cheever Literary Manuscripts 1859-1963, Series 1: Short 
Stories, 1935-1963, at Brandeis University in Waltham, Massachusetts.  
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Figure 7. The image originally presented here, page twelve of the typescript of 
&KHHYHU¶V VKRUW VWRU\ µ7RUFK 6RQJ¶ FDQQRW EH PDGH IUHHO\ DYDLODEOH EHFDXVH RI
copyright. The image was sourced amongst the John Cheever Literary Manuscripts 
1859-1963, Series 1: Short Stories, 1935-1963, at Brandeis University in Waltham, 
Massachusetts.  
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Figure 8. The image originally presented here, the typed insert µD¶RI &KHHYHU¶VVKRUW
VWRU\µ-XVW7HOO0H:KR,W:DV¶ cannot be made freely available because of copyright. 
The image was sourced amongst the John Cheever Literary Manuscripts 1859-1963, 
Series 1: Short Stories, 1935-1963, at Brandeis University in Waltham, Massachusetts.  
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Figure 9. The image originally presented here, a UHSURGXFWLRQRIDSDJHRI&KHHYHU¶V
VKRUWVWRU\µ7KH+RXVHEUHDNHURI6KDG\+LOO¶ as it originally appeared in the pages of 
7KH1HZ<RUNHU¶VLVsue of 14 April 1956, cannot be made freely available because of 
copyright. The images were sourced at newyorker.com using my paid subscription to 
The New Yorker.  
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